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A Musical Motif in Sophocles's
Oedipus at Colonus
Anne Mahoney
Tufts University

I. Introduction
eople are often curious when I say I study meter. They think it must be
boring, fussy, picky work. Indeed, there are very picky parts to the study
of meter, but it is worth the effort: meter is our best remaining clue to
the music and dance that were such an important part of the Greek theater. In
what follows, I will discuss a metrical motif in Oedipus at Colonus that previous
commentators on the play have not noticed. The motif is a sort of leitmotif or
theme-song for the growing relationship between Oedipus and the chorus, and
helps to tie the famous "Colonus Ode" to the rest of the play. 1

P

II. The idea of a metrical motif
Technical metrical study is neither trivial nor uninteresting. Everyone
agrees that it is vital to have the correct text, and everyone is aware that meter
can often help determine what that is: an iambic trimeter with eleven syllables
instead of twelve, for example, clearly contains at least one incorrect word.
Similarly, if a strophe and its antistrophe do not match metrically, at least one
of them is corrupt. While it is possible to read Sophocles intelligently with
little more metrical knowledge than this, doing so means sacrificing some of
the few clues we have to the full effect of a tragic performance. Because we
1
The major commentaries are those of Jebb (1889) and Kamerbeek (1984). Other
important extended studies of Oedipus at Co/onus are Bernidaki-Aldous (1990), Edmunds
(1996), Linforth (1951), Markantonatos (2002 and 2007), Travis (1999), and Wilson (1997).
General works on Sophocles with particular bearing on this study are Budelmann (2000),
Burton (1980), Errandonea (1970), Long (1968), Nooter (2012), Pohlsander (1964), and Scott
(1996). I cite OC from my own text, based on Lloyd-Jones and Wilson (1992) but with
some differences in colometry; translations are my own. Metrical notation follows West
(1968); in particular, - indicates lines or passages that are in metrical responsion, typically
a strophe and its antistrophe.
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do not have the music and the choreography, we can easily forget that Greek
tragic performances were more like our operas than like our stage plays: more
like Carmen than like Hamlet. Paying attention to the way meters are deployed
through a play helps us recover some of the play' s musical character and its full
impact on its audience.
Moreover, we can better appreciate Sophocles's achievements if we
understand the rules and conventions of his art form. An analogy may help
here. We recognize the radical nature of Beethoven's late works only when we
understand the principles of rhythm, harmony, and counterpoint in use through
the 18th century and the first quarter of the 19th. Without this understanding, we
may enjoy the music, but only at a fairly superficial level. Similarly, for a proper
understanding of Sophocles as an artist, we must know what was conventional
and what was possible in his day, and how he worked within, extended, or
transcended the existing rules. This, ultimately, is why we study meter: not
only for the satisfaction of recognizing the order underlying a complicated
arrangement of long and short syllables, nor for the technical help metrical
considerations can provide in rejecting impossible readings or establishing
relative chronology, but for the aesthetic pleasure that comes with understanding
when and how a poet is innovating. Within the past few decades, new editions
of Sophocles have built a new foundation for our study of the plays. But these
editions are the work of textual critics who, though they are well-versed in the
details of Greek meter, are not primarily concerned with Sophocles's metrical
choices except in so far as those choices affect the establishment of the text. 2 Now
that the textual critics have laid this foundation, metrists can build on it as well as
literary critics and other scholars.
Oedipus at Co/onus is a good choice for a metrical study because its date
is certain, it comes at a significant time in the history of Athenian drama, and it
contains a large proportion of lyric. We know that this play was written at the end
of Sophocles's life, presumably in 406 / 5, and produced in 401, some years after
his death. In the last 10 or 15 years of the fifth century BC, the great era of tragedy
came to a close; after the deaths of Sophocles and Euripides, within just a few
months of each other in 406, there would be no more great tragedies. Similarly,
Old Comedy was coming to an end: although its great master Aristophanes
continued to be productive for some years into the fourth century, his late plays
are closer to Middle Comedy than to the spirited, topical, structurally complex

2
Both R. D. Dawe (in the Bibliotheca Teubneriana) and Sir Hugh Lloyd-Jones and
Nigel Wilson (in the Oxford Classical Texts and the Loeb Classical Library) have produced
excellent editions and associated studies (Dawe 1973, Lloyd-Jones and Wilson 1990, 1997).
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comedy of the fifth century.3 Most important for the present purpose, fourthcentury comedy makes much less use of the chorus than Old Comedy, and is
much less concerned with integrating the chorus into the drama, though whether
the same was true of fourth-century tragedy is unclear. Finally, the end of the
fifth century saw the "New Music" movement among young composers and
poets. Older comic poets found the New Music ridiculous, if not downright
unpleasant, but the younger generation of tragedians, including Agathon and
Euripides, were part of this movement and incorporated its ideas into their plays.
Is it possible that Sophocles, who was 10 or 15 years older than Euripides, reacted
against the New Music, even if he was not entirely immune to its influence? The
metrical simplicity of OC, in particular, appears to be intended, at least in part,
as a response to the complex, almost incoherent metrical mixing practiced by
Euripides and the others. 4 It had always been common practice in tragedy to
mix meters of different metrical families in the same ode or even in the same
stanza, something that non-dramatic choral poets (Aleman, Stesichorus, Pindar,
Bacchylides) do not do. The lyrics of OC, however, are usually composed of cola
from a single metrical family, rather than moving from one family to another,
and there are no metrically ambiguous lyrics like the choriambic-ionic hybrids
in Oedipus the King (483-497 - 498-512). The songs the chorus sings by itself
are metrically straightforward, built mainly from aeolics and iambics; the lyric
dialogues are a bit more elaborate, but still generally less complex than those of
Sophocles's other surviving plays, and far less complex than those of the later
plays of Euripides.
I shall argue that a certain metrical motif runs through the first half of
the play, appearing in the parodos (176-192), the next lyric dialogue between
Oedipus and the chorus (510-521), and finally in the Colonus ode, at 695-697 707-710. This motif is an expanded catalectic asdepiad, a pherecratean expanded
by three choriambs (-- -vu- -vu- -vv- -vu--). Other metrical scholars writing
on this play have ignored the thematic significance of this repeat~d motif, and
have in most cases mis-analyzed the colon as ionic or even anapestic. I argue that
only the aeolic analysis makes sense in each of the three occurrences of this colon.
Moreover, this colon appears at significant points in the growing relationship
between Oedipus and the chorus, and each time it occurs, it sounds more aeolic
than before, as the surrounding context and the pattern of word-ends within the
3
On the structure and meter of Aristophanes, see Parker 1997, an excellent
introduction not only to that playwright's practice but to Greek meter in general.
4
Nooter (2012, p. 160) cites this observation from an earlier version of the
present study. The other play known to be late, Philoctetes, is a bit more complex, with a
dochmiac/ aeolic song at 837-864 and a mixed iambic/ aeolic song at 676-729 as well as the
long amoebaion at 1081-1217.
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colon become clearer. The metrical motif of the highly expanded pherecratean
is a kind of theme-song for the acceptance of Oedipus into the Colonean
community.
It may seem implausible to argue that a metrical or rhythmic motif
would have been perceptible and comprehensible to Sophocles's audience.
We are familiar with melodic motifs in contexts ranging from the leitmotifs of
Wagner's operas to the theme-songs of advertising campaigns. The idea of a
metrical motif may at first seem somewhat odd, but in fact these motifs are not
foreign to Western music either. The most familiar example is probably the "fate
knocking at the door" motif from Beethoven's Symphony no. 5 inc minor, op. 67,
which occurs in both the first and the third movements (see figure).

~'I,; i JJJI ~JI i JJJI j I~j I

~I

-

This rhythmic motif (in Greek terms, a paean, vvv-) is one of the main
unifying ideas of the symphony.5 Just as we recognize the recurrent rhythmic
or metrical pattern in Beethoven's symphony, we can learn to recognize similar,
more elaborate, patterns in Greek choruses.

III. Metrical context in the play
I will begin discussion of the play with a review of its action from a
metrical or musical point of view. The story is set some twenty years after the
action of Oedipus the King, and some weeks before the action of Antigone. At the end
of Oedipus the King, Oedipus has blinded himself; later, he is exiled from Thebes
and wanders around the Greek world. He has been told by an oracle that he will
find his final resting place in a grove sacred to the Eumenides. When our play
begins, he has come to Colonus, outside Athens, and to the sacred grove there.
The prologue scene, as is typicat is in iambic trimeters, the regular meter
for spoken dialogue (1-116). Oedipus and Antigone enter. They are in rags; he
is blind and she is leading him by the hand. Oedipus is old, possibly over 60,
but Antigone is still young enough to be marriageable, perhaps 24 or 25. After
a few lines (31)r a resident of Colonus comes in and identifies the place and the
gods of the grove, at which Oedipus recognizes that he has come to the place he
has been seeking. The stranger leaves and shortly thereafter the chorus come in,
old men from Colonus (117). Their parodos-song is mainly in aeolic meter, with

5

Guerrieri (2012, p. 12-19) discusses this motif, particularly from a harmonic point of view.
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interludes in anapests. 6 The second strophic pair (176-187 ~ 192-207) and the
epode (208-236) are a lyric dialogue among Oedipus, Antigone, and the chorus,
beginning with the first use of the thematic metrical motif and building up to
the revelation of Oedipus's name, at which the chorus are horrified. After the
dialogue, Antigone sings a long aria (237-253), largely in dactyls, in which she
convinces the chorus to let Oedipus stay at the edge of the grove.
Once that is settled, dialogue returns to spoken iambic trimeters as
Ismene comes in (324). She is the other daughter of Oedipus, who has remained
at Thebes over the years and kept her father up to date on what has gone on
there. She has come to find him now to tell him that her brothers - his sons are
about to go to war with each other. They have received an oracle of their own
that tells them Oedipus will be a blessing to whatever land holds him, so they
are naturally each interested in recruiting him to their side. Oedipus refuses to
cooperate, saying his sons have always treated him badly. Ismene then leaves to
perform an expiatory sacrifice at the other side of the grove; her departure (at
line 509) is necessitated by the three-actor rule of Greek tragedy.
The chorus has been curious about Oedipus all along and, after
Ismene' s departure, they go back to questioning him about his past. Their
cross-examination is in the form of a lyric dialogue (510-548), once again
beginning with the metrical theme. The first strophic pair is aeolic and the
second moves to iambic. Oedipus becomes agitated, insisting that he is morally
innocent, though he cannot deny that he killed his father and married his
mother.
The argument (and the lyric) is interrupted by the entry of Theseus,
king of Athens (551). Theseus recognizes Oedipus at once, greets him by
his patronymic, and offers to give him whatever he is asking for. Theseus is
practical, down to earth, and businesslike here and throughout the play; he
decides very quickly to harbor Oedipus, then puts the decision into practice at
once. His practical character is underlined by the fact that he does not sing in
the play. His one moment of excited emotion, at lines 887-890, is marked by
four trochaic tetrameters, and he consoles Antigone in recited anapests at the
end of the play, but otherwise he uses only iambic trimeters. Theseus shows
no fear, no horror, and no deep affection in the action of the play, so does not
need lyric meters to express his emotions. Theseus accepts Oedipus into the
Attic community, making him a full member. 7 He then exits and the chorus
6
This is typical for Sophocles. Earlier, the traditional form for a parodos was
anapests, sung as the chorus marched in, followed by a lyric; see Jens (1971, chapter 2).
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sing the famous "Colonus Ode" (668-719). This is the first true choral ode in the
play; all the previous lyrics have been dialogues between the chorus and the
characters. The metrical theme figures prominently in the second strophic pair,
as I will explain in more detail later. This ode marks a change in the relationship
between Oedipus and the chorus. Before this point, the chorus has been hostile
to this notorious criminal who insists on profaning the grove of the Eumenides.
Now that Theseus has accepted him, however, they do too, and they do so
wholeheartedly. From now until the end of the play the chorus is solidly on
Oedipus's side.
At the opening of the iambic episode after this song, Antigone for the
third time notices something happening off stage (722-723), as she has called
attention to the Stranger in the prologue, then Ismene. It is Creon, approaching
with bodyguards to try to bring Oedipus back to Thebes to guarantee victory
in the coming war. Oedipus is furious. Creon and his men grab Antigone as a
hostage, saying that they have already captured Ismene (who, remember, was
sacrificing at the other side of the sacred grove). Oedipus, Creon, and the chorus
sing a brief lyric in dochmiacs, the usual meter for extreme emotion (833-843 876-886). Creon's guards leave with Antigone. Theseus, hearing the fight, comes
running in to defend Oedipus (886, using the only trochaic tetrameters of the
play); he and his men take Creon into custody and go off to get Antigone and
Ismene back.
At this point (1044-1095), the chorus sing a "battle song," describing
what they think the battle must be like and wishing they could be there helping.
The song is in aeolic and iambic meter; it is the second choral ode in the play.
After the song, Theseus returns with Oedipus's daughters. Oedipus is grateful,
though he holds back from touching Theseus (1132-1133) because he is still
formally polluted by his past actions. Theseus notes that he has been approached
by another stranger, coming from Argos, who wants to talk to Oedipus. It is
at once clear that this must be Polyneices, the son who is attacking Thebes.
Oedipus at first refuses to see him, but Theseus and Antigone convince him to
hear what he has to say.
Theseus leaves and the chorus sing the third ode (1211-1248), once again
in aeolic meter. It is a meditation on old age, a moment of calm between two
emotional family reunions. 8 Then Polyneices comes in, begging for his father's
7
Whether he actually calls Oedipus a "citizen" is disputed; the argument hinges
on a word in line 637 which may be either sµ1ro:A1v "back, again," as the manuscripts all
say, or eµnoA1v "citizen," a widely-accepted emendation. Wilson (1997, p. 63-90) reviews
the issue and comes down in favor of the manuscript reading. But whether or not Theseus
grants Oedipus citizenship, he certainly accepts him into Athens: Ko:To11<1w, the very next
· word in the line, clearly shows this.
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help in the war against his brother. Oedipus is angry and finally curses both the
sons (1375), saying neither one will win Thebes: they will have only enough of
Thebes to be buried in. Antigone then tries to convince Polyneices to give up the
struggle against Eteocles, but she fails and he goes off to fight.
This scene has upset the chorus, who sing the fourth ode (1447-1499)
in iambic and dochmiac meter. Dochmiac meter is always used for strong
emotion, often grief or pain, and in this play iambic meter has similarly appeared
at emotional points, as in the chorus's cross-examination of Oedipus earlier. 9
During the first stanza of the song, we hear a peal of thunder, which makes the
chorus even more upset. Oedipus, on the other hand, grows calm: he recognizes
that this is the sign calling him to his final end.
Theseus returns at line 1500: he will be the only one to see what actually
happens to Oedipus. Oedipus has been sitting downstage center for nearly 1500
lines. Now he rises, no longer supported by Antigone, and goes into the sacred
grove, leading the others (1555). Normally no one would be allowed to enter the
grove, as we saw clearly in the prologue and parodos,-when the Stranger and the
chorus insisted Oedipus come out from it. But Oedipus now has a privileged
relationship with these goddesses, and the others are about to become something
very like the leaders of a hero-cult.
The chorus are now alone, for the first and only time in this play, and
they are afraid. They sing their final ode in excited dochmiacs (1556-1578). It
is a prayer to the gods of the underworld: they call on Hades and the Two
Goddesses to protect Oedipus. The elaborate, allusive language of the prayer
shows some degree of emotional control, yet this cautious prayer is in the same
meter as the terrified dochmiacs of a hundred lines earlier, after the Polyneices
scene. It is not what the chorus actually says but the metrical echo (especially of
an intrinsically emotional meter) that makes their fear clearly perceptible to the
audience.
After this song, a messenger enters, telling as much as he knows of the
end of Oedipus. Oedipus has said goodbye to his daughters, then, taking only
Theseus, walked away. No one but Theseus knows where he has gone; although
Oedipus has talked through the entire play about how his body will be a blessing
to the land of Athens, the final resting place of that body is kept secret. Antigone
and Ismene return to the stage at the end of the messenger's speech (1670); they
8
Travis (1999) reads this ode not as calm and meditative but as the essential
foundation of the allegorical structure of the play, in which the chorus notice their basic
similarity to Oedipus (p. 2, 52-58).
9
Dochmiac and iambic meters are often used together; see Medda (1993) and
Conomis (1964).
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are in mourning. As the play began with a very long parodos, so it ends with a
long lyric dialogue (1670-1750), and Antigone figures prominently in both. The
final lyric is structurally simple and uses mainly iambic and dactylic meters. The
two sisters lament, with support from the chorus. Ismene looks to the future,
while Antigone thinks only of the present. Ismene anticipates a future life that
is not worth living, wonders what fate will come to the orphaned sisters, and
asks where and how they are to live. She mentions Oedipus directly only twice.
Antigone, on the other hand, sings many more lines than Ismene but has only
two future-tense verbs (;rapoiaoµEv, 1675, and E~OIJEV, 1688). She describes
their father's actions and repeatedly calls on him. Ismene was not necessarily
less fond of their father, but takes a more practical view. The contrast in their
behavior brings home to the audience just how much of Antigone's life has been
devoted to Oedipus. Now that he is gone, she can think of nothing else. Ismene,
on the other hand, has lived separately, acting as her father's eyes and ears at
Thebes and bringing messages at need. She has already had to make her own
way in the world, presumably with the assistance and support of her brothers
and Creon. Now that those two brothers are about to go to war against each
other, and Creon has demonstrated his unreliability, Ismene has in a sense lost
even more than Antigone has.
Theseus returns for the very end of the lyric dialogue and the closing
words of the play (1750-1779), sung in anapestic meter by Theseus, Antigone,
and the chorus. The final words of the play are the chorus's tag: "do not mourn
excessively, for all is under control." This is a difficult phrase in the Greek
(1TavTws yap EXEi TaOE Kvpos, 1779), whose sense is almost "what's done is done";
accept that your world has changed, and learn to live in the new one.
Antigone knows only that her father is gone. The chorus feel this is all
for the best: Oedipus is not suffering any more, and perhaps indeed it would
have been better not to be born at all, as they sang in their third ode (1224).
Theseus, who saw more of Oedipus's departure than anyone else, knows or
conjectures that Oedipus has not really died. When he tells Antigone and Ismene
not to mourn, he speaks categorically: not "do not mourn too much" but "stop
mourning; there is no need of sorrow." Oedipus has disappeared, but no grave
is left behind, no mortal remains. Instead, he has been accepted into the House
of Hades in his bodily form. While he has not become immortal, he has been
permitted to avoid physical death. It is now appropriate to worship Oedipus as
a hero.
The legend grew up that Oedipus would come again to Athens in her
hour of need. He has said as much to Theseus, promising aid if Athens and
Thebes were ever to fight (615-620). There were those who believed that Oedipus
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did fight for Athens in a recent cavalry skirmish (in 410 or 407). This story
recalls the Baucis and Philemon motif, in which hospitality to strangers is richly
rewarded when the strangers turn out to be gods in disguise. Here Athens has
been hospitable to a stranger, despite his pollution and the horrors of his history,
and is rewarded with a new local hero.
Antigone in her sorrow knows only that she has lost her father. She
cannot understand why she is not permitted to see his grave. Theseus does
not explain, saying only that this was Oedipus's wish. In fact, there is no grave
for her to see. Theseus knows this, but keeps the secret as he has promised.
Oedipus fully expected to die and to be buried, as he says repeatedly throughout
the play (87-93, 582, 1460-1461, 1521, 1544-1546); he was not aware of the exact
fate that awaited him.
Oedipus does not actually become a hero within the play; his
heroization and future cult are left implicit when the play ends. When Theseus
insists that there is no need to mourn, it is clear to the attentive audience, if not
to Antigone, that Theseus now considers Oedipus a hero. The end of the play,
then, should be tranquil, almost optimistic. Yet just as in Ajax or Trachiniae, the
audience's prior knowledge of the myth contradicts the version staged in this
play. Antigone should stay in Athens for a few days, then perhaps return to
Thebes as the sister of the king, whichever of her brothers ends up ruling the city.
After several months or years, she should come to accept what Theseus has told
her and should thereby gain some release from her mourning.
Everyone in the theater, however, knows that this is not the fate that
awaits Antigone. She now turns her attention to the coming crisis at Thebes,
knowing that Polyneices and his army will be attacking soon, and hoping to
make peace between her brothers before they kill each other (1768-1772). This
hope is vain; just as she ignores her father's command that his grave be kept
secret, so also she ignores his curse on Polyneices and Eteocles, that they die
at each other's hands. She will receive no help, no benefits, from her heroized
father; he belongs not to Thebes now, but to Athens.

IV. The metrical theme
Oedipus at Co/onus is a long play, with many songs, but those songs are
not metrically complicated. Most of the songs, and certainly most of the stanzas
within these songs, are built on a single metrical family, rather than mixing
different kinds of meter, and in most cases the chosen metrical family is aeolic,
iambic, or dochmiac.
In the second strophic pair of the parodos (176-192) we hear for the first
time the metrical pattern that I argue is thematic for the play:
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176: ov TOI llrJTTOTE o' EK Twv5' Ebpavc,;iv, wyi\pov, O'.KOVTCX TIS O'.SEl.
No one will ever take you from this spot, old sir, if you are unwilling.
192: aVTov· IJTJKETt Tov5' avTmhpov l3fiµaTOS ESW TT65a KAivi:is.
Here; don't lean your foot past this rocky ledge.
scansion: -- l-vv 1--vv- l-vv 1--vv I-It is a pherecratean expanded by three choriambs, making a nineteen-

syllable figure. Some scholars analyze this colon as five ionics, and others
analyze as anapests. 10 While each of these analyses correctly accounts for the
syllables in the line, only the aeolic analysis also accounts for the context, which
is aeolic in all three occurrences in the play. Although aeolic cola are rarely as
long as nineteen syllables, Alcaeus PLF 387 (Z 64) is even longer: it is a glyconic
expanded by three choriambs, the non-catalectic counterpart of our colon, twenty
syllables long.11
The expanded pherecratean appears again in the lyric dialogue between
Oedipus and the chorus beginning at line 510:
510 (Chorus): 5Etv6v µ/:v TO TTaAat KElµEvovfi5TJ KaK6v, wSEtv', ETTEyEipE1v·,
It is fearsome, stranger, to awaken an evil long since laid aside, ...
521 (Oedipus): rJVEYKOV KaKOTaT', wsevo1, 'flVEyKOV EKWV IJEV, 0EOS IOTW,
I bore the very worst thing of all, strangers, and I bore it willingly, God
knows ...
It is heard for the last time in the "Colonus Ode," beginning on line 668,

discussed below. All three of these are predominantly aeolic stanzas.
It is quite possible for a sequence of long and short syllables to be
formally ambiguous. For example, iambic and trochaic meter both involve
alternating long and short syllables. Whether a particular line is iambic or
trochaic depends on which kind of syllable it starts with; given a portion of such
10
Pohlsander (1964), Scott (1996), Dawe (1985), and Wilamowitz (1975) treat
the colon as ionic. Dale analyzes as anapestic in the parodos, as aeolic in its second
appearance ("expanded version of the greater asclepiad," 1970, v. 2, p. 59), and as ionics in
the Colonus ode, though she acknowledges that the aeolic interpretation is also possible
there (1948 p. 138).
11
This observation comes from Snell (1982, p. 46), though he does not mention the
similar colon in OC.
178

a line, you cannot tell whether the complete line would be iambic or trochaic.
Greek poets occasionally exploited this ambiguity; sometimes, perhaps, the
instrumental accompaniment or the choreography helped to clarify which kind
of meter was in use. 12
In the case of this motif in OC, however, the ambiguity is only apparent.
This metrical pattern occurs in three songs in the play, twice in each one (that is,
in the strophe and then in the corresponding antistrophe). The context in each
case is unambiguously aeolic. Neither of the competing analyses makes sense in
this context.
The ionic analysis is entirely unconvincing. Aeolic meter is emotionally
unmarked, whereas ionics in drama always seem to connote softness, effeminacy,
luxury, or the exotic East, usually all at once. None of these connotations is
appropriate to this stout-hearted chorus of Athenians, men who as Dhuga
has argued "evince a metrical authority exceptional among tragic choruses of
elders" (2005, p. 335). Ionic meter is proper to the cult of Dionysus, as far as
we know.13 Persians and Bacchae contain many ionic stanzas;14 predominantly
ionic stanzas are quite rare in Sophocles. 15 Moreover, for this colon to be ionic,
we would need to accept the first three syllables as a contracted ionic metron.
Although contracted ionics do occur, at least in Euripides, they generally come
after several full metra, which establish the rhythm clearly in the audience's ears.
No tragic lyric that is generally accepted to be ionics has a contracted metron at
the beginning of the passage; it seems that tragedians avoided this. If so, the
three heavy syllables that begin the stanzas at 176~192 and 510~521 mean that
our colon, the first colon of each of those stanzas, cannot be ionic. Contracted
ionic metra do appear in mixed ionic-aeolic contexts, but not in the first line of a
stanza.
Word ends are no guide to the interpretation of this colon in the parodos,
since they neither divide the "ionics" into neat groups (2 + 3 or 3 + 2) nor set off
the choriambs within the pherecratean. Frequently, though not always, ionics in
tragedy fall into groups of two or three, occasionally four. In Persae, for example,
more than four metra without a break16 occur only at 94-96 ~ 100-102; in Bacchae
at 376-378 ~ 393-395. And frequently, though again not always, word breaks
come between the choriambs in expanded aeolics, as in Sappho 54 LP.
12
Cole (1988) is a detailed discussion of the ways Greek poets play with
ambiguous metrical patters.
13
Dodds on the parodos of Bacchae, 64-169; Parker on Frogs 323-353.
14
Pers 65££, 694££; Bacch 64££, 370££, 513££.
15
West (1968, p. 124) finds only two ionic stanzas in Sophocles, at OT 483-512 and
Electra 823-848, and few in Euripides outside Bacchae.
16
That is, without coincidence of word-end in strophe and antistrophe.
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It is just possible that the audience of OC, upon hearing the colon for
the first time in the parodos, would have been uncertain at this point in the play
whether it was ionic or aeolic. As this metrical motif recurs, however, the word
breaks become clearer, until at its third occurrence, in the second strophic pair of
the "Colonus ode," it is unambiguously expanded aeolic. This colon is a subtle
metrical leitmotif for the relationship between Oedipus and the chorus: it occurs
first at the very beginning of the play, when they've just encountered each other
and the chorus have not even found out the intruder's name yet. At the second
occurrence, Oedipus has agreed to propitiate the Eumenides and has sent Ismene
off to sacrifice to them; the chorus, now somewhat reassured about his good
intentions, cross-examine Oedipus about his past. The third and final occurrence
of the motif is in the Colonus ode," when the chorus accept Oedipus as a full
member of their community and, at this occurrence, the motif rings out clearly in
aeolic. 17
The "Colonus ode" is the most famous poetry in the play, and ranks
with the Ode to Man" from Antigone as the best-known and best-loved of
Sophocles's work It is metrically quite straightforward, using rhythms not
unlike those of choruses from comedy or even from popular songs.
The content of the song is straightforward as well: Colonus is a lovely
place, fertile and blessed by the gods. The song is a hymn to the local gods,
Poseidon and Athena especially, much like the parabasis-song in Aristophanes's
Knights, which praises the same gods. The first word, "rich in horses," will
be picked up with the praise of Poseidon as Lord of Horses in the second
antistrophe. The list of plants - ivy in the strophe, narcissus and crocus in
the antistrophe - will be capped with the olive in the second strophe. The
significance of these plants, and the nightingale who sings in their branches, was
clear to Antigone at the start of the play: from their presence she recognized the
numinous nature of the grove (16-18). 18 The long lines give a feeling of calm.
The text follows. 19
11

11

evhmov, !;eve, TO:OOE xwpas lKOV TO: KpO:TlOTa ya,; ETIOVAa,
TOV apyfjTa KoAwv6v, eve'

str.

I

17
Perhaps the metrical echoes are reinforced by melodic or choreographic echoes
as well, to make the motif more obvious. I owe this suggestion to NEC]'s referee.
18
Suksi (2001, p. 656-657) suggests that the nightingale is like Oedipus: both
Procne and Oedipus have committed grave crimes, but both are transfigured by the gods.
19
In line 692 I accept Willink's ova' ow (2003, p. 102). In 717 1rapmnoµfoa has
been questioned; the transmitted text of these lines is neither metrical nor clear Greek. .I
follow Dain; here again Willink provides useful details (p. 104).
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a /1.tyE1a µIVVpETal
8aµ((ovoa µ6:A10T' aT]-

8wv xAwpa'is VTTo [36:ooais,
TOV oi vwnov Exovoa Klooov Kal TO:V &[:,aTOV 8rnv

cpvAA6:8a µvp16Kapnov 6:v~A1ov
6:v~vEµ6v TE TTO:VTWV
XElµwvwv· \'v' 0 [?,aKXIWTaS o:El ti.16vvoos i:µ[:,aTEVEI

680

8rn1s 6:µcprnoAwv T18~vais.
86:AAEI 8' ovpav(as vn' ax-

ant. 1

vas o KaAA([?,oTpvs KaT' ~µap a El

vapKIOOOS, µEyo:Aatv 8ea'iv
apxafov OTEcpavwµ', 0 TE
xpvoavy~s KpOKOS· ov8' O:VTT-

685

VOI KpijVat µ1vv80VOIV
KTJcp10ov voµ6:8Es pEE8pwv, 6:AA' aii:v i:n' ijµaT1
WKVTOKOS TTE8(wv ETTIVIOOETat
O:KT]po:Tc~ O\JV oµ[:,p~

690

OTEpvovxov x8ov6s· ou8i: Mov00:V xopof

VIV

O:TTEOT\JYT]OaV ou8' O\JV

a xpv06:v1os Acppo8(Ta.
EOTIV 8' oTov i:yw yas Aofas OUK ETTOKOVW

695

str. 2

ou8' EV Ti';t µEyo:Aq: ti.wpf81 v6:o~ TTEAOTTOS TTWTTOTE [?,AaOTOV
cpvTEvµ' axEfpwTOV a\JTOTTOIOV,
EYXEWV cp6[3T]µa 8a"iwv,

8 Tc;t8E 86:AAEI µEy10Ta xwpq:,

700

yAaVKO:S TTat8oTp6cpov cpvAAov i:Aafas·
TO µEv TIS OU VEapos ou8i: y~pq:
ovvva(wv aAIWOEI XEPl TTEpoas·

6 yap aii:v opwv KVKAos
AEVOOEI

VIV

µopfov ti.1os

705

xa yAavKwms A86:va.

aAAov 8' aTvov EXW µaTpOTTOAEI Tc;t8E KpO:TIOTOV
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ant. 2

o&>pov TOV µEyaAov oa[µovos, Elmiv, xeovos avxr1µa µeytOTOV,
EVlTTTTOV, EVTTWAOV, Ev06:Xaooov.
wTTai Kp6vov, ov yap VIV E!S
TOO' Eioas O\JXT]l.l', &val; TTom,toav,
llTTTOlOIV TOV O:KEOTfjpa xaAtVOV
1Tpc.0Tal01 TaioOE KT{oas ayviais.
a o' evfJpnµos EKTTayA' aA{a XEPCil ,rapaTTToµeva TTAaTa
0pc;:>oKEI, Twv EKaT0µ1r68wv
NTJpuowv a:K6Aov0os.

710

(strophe 1) Friend, you have arrived at the best home in the world
in this well-horsed land, gleaming Colonus, where the sweet-voiced
nightingale constantly warbles in the wooded glens, dwelling in the
wine-dark ivy and the god's untouchable foliage, full of fruit, out of
reach of sun or storm winds. There Bacchant Dionysus always walks,
attending his godly nursemaids.
(antistrophe 1) Always, every day in heaven's dew, blooms narcissus in
charming clusters, the ancient garland of the Two Goddesses, and the
gold-gleaming crocus. And the sleepless streams, spreading from the
flowing waters of Cephisus, do not lessen, but always come quickening
the broad-breasted earth with pure water for each day. Nor does the
chorus of Muses reject this land, nor Aphrodite of the golden reins.
(strophe 2) And there is something growing here whose like I have not
heard of in Asia's land, nor ever in Pelops' great Dorian island: a plant
untamed, self-made, a terror to hostile spears, which flourishes most of
all in this land, grey-leafed nurturer of children, the olive. This no one
- not young man nor dweller in old age - shall destroy, attacking it
with his hand, for the all-seeing orb of Zeus Protector of Olives sees it,
and owl-eyed Athena.
(antistrophe 2) Another puissant praise I can speak to this mother city,
a gift of the great god, greatest pride of the land - excellence in horses,
colts, the sea. Son of Cronus, you set the land on this proud throne,
lord Poseidon, fashioning on these roads first of allthe bridle, tamer of
horses. The well-rowed, awesome, sea-going oar blade is fitted to our
hands; it leaps, following the hundred-footed Nereids.
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The metrical analysis is as follows. 20
first strophic pair:
---vu-ul-

glf
phal
gl
gl
glf
pher
glf
gl
4da
2 iaA

- I v-vv-v-v- - I IB
'O'--vv-v-1
-

V

-vv-v-1 IB

0--vv-jv-

-I --1 vv-- I le
'0--uv-v-

-1-1-vv-vl- I IH
I IH
v-v-vl--11c

-vv-vv-vv-vv

glf
phal
hipp

---luv-v-

- I v- I vv-v-v- - I
---vv-v--1 I I
second strophic pair:
--1-vv- I -vv- I -vv--1 IH
--l-vv-1-vvl--lvv--vv--11 8
v-v--v 1-v-- I I BC
--lv-v I -v- I
v-vl--lv-v-- I IC
-- -vv--vlv- -I IC
V-v 1-vvv 1-v-- I IC
-- -vv--1 vv- - I

pher 2c
pher3c
ia Aia iaA
2 ia
ia Aia iaA
pherc
ia Aia iaA
pherc
teles
gl
pher

vv-vv-lv-1
---lvv-v-1
---vv--111

The meter is aeolic and iambic. In the first strophic pair, two periods
end in phalacean hendecasyllables and the last one ends in a hipponactean, or
hypercatalectic glyconic: these are both extended forms ending in two long

20
Notation in this schema follows West (1968). Single vertical bars mark word
ends that match in strophe and antistrophe; Jindicates dovetailing, in which two cola are
joined when word end comes not between them but one syllable later. Double bars mark
period ends, identified by brevis-in-Iongo, hiatus, or catalexis. Within a period, successive
cola are indented.
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syllables. Dovetailing ties the glyconics together throughout. At only two cola
apiece, the periods are short compared to those of the parodos, the last time
we've heard the chorus singing by itself rather than in dialogue with the actors.
The first two period-ends are signaled by brevis in longo, at 669 and 671; the
first period is also distinguished by its extended, pendant second colon. The
second and third periods make up a familiar stanza form, three glyconics and
a pherecratean, and this catalexis doses the period. The fourth period is like
the second, two glyconics dovetailed together, and ends with hiatus in the
antistrophe (688). Dactyls and iambics make a non-aeolic middle section, and the
stanza closes with a return to aeolics.
The second strophic pair begins with two expanded pherecrateans,
restating the metrical theme for the third and last time in the play. This time,
the word-breaks set off the choriambs as they did not in prior occurrences
(176~ 192, 510~521); at last the interpretation of this colon is perfectly clear. As
if to emphasize the theme, moreover, it appears twice, first with only two extra
choriambs and then with three as before. There are two more singly-expanded
pherecrateans later in the stanza, 710~714 and 713~716. The metrical motif of
the pherecratean with choriambic expansion has occurred at key points in the
relationship of the chorus with Oedipus. Now it appears for the last time as the
chorus fully accept him as a member of their community.
These exanded pherecrateans fit nicely with the long lines of the
previous strophic pair, though they are expanded in the middle rather than
extended at the end. The third period of the stanza is a syncopated iambic
trimeter, repeated in the fourth and sixth periods. The last time we have heard
lyric iambics was the chorus's cross-examination of Oedipus, 534-548, and the
next time we will hear a predominantly iambic passage (without dochmiacs)
will be the last strophic pair of the play (1724-1750). In the prior iambic lyric, the
chorus were getting acquainted with Oedipus, probing into the dread deeds of
his past; in the later one, they will be comforting Antigone after Oedipus is gone.
In this lyric, not quite halfway through the play, the relationship between the
chorus and the Thebans is calm: for a few monents, at least, no one is threatened
and no one is distraught.
After the first two periods, the rest of the period-ends in the second
strophic pair are marked only by catalexis. The repeated pendant endings sound
much like the period-ends of the first strophic pair. While there is certainly no
rule that two strophic pairs of the same song must be metrically related, the
similarity here is a nice effect, tying the song together.
Unity also comes from sound play and correspondences between the
strophes and antistrophes, particularly in the second strophic pair. In the first
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lines (695-707) Eyw and EXW nearly match, followed by place names, each
filling its own choriamb, yas Aofas and µaTpono/\Et. In the next lines forms
of µEyaATJ correspond and these lines end with a near rhyme, ~AaoT6v and
µEytoTov. The enemy's hand and the rowers' (xEpf, 703, and XEpof, 716) are in
almost the same place. All four stanzas end with goddesses: the nymphs who
are "nurses" for Dionysus, Aphrodite, Athena, and finally the fifty Nereids. 21
The chorus sing this patriotic hymn to and for Oedipus, addressing
him at the beginning (i;EvE, 1. 668). While choruses often have dialogues with
the characters, it is relatively unusual for a Sophoclean chorus to address a
character in an ode. Of course if a character remains on stage during an ode,
the chorus's thoughts are presumably intended for him or her to hear, but the
chorus usually does not explicitly address the character in this circumstance.
Apparent exceptions, like the parodos of Ajax or the collection of mythical
examples that follows Antigone's commos (Ant. 944-986), are addressed to
characters who have just exited, as far as we can tell. The only Sophoclean
chorus that regularly sing to a character are the sailors in Philoctetes, who address
Neoptolemus in the antistrophe at 507 (as &vai;) and again in the Sleep Ode,
827-864 (as &vai;, 830, and TEKvov, 833, 843, 845, 855). These sailors are closely
associated with Neoptolemus: they are his loyal subordinates, the crew of his
ship. Commentators note 22 that the chorus of OC develop a loyalty to Oedipus
through the first part of the play, and from this ode onward they are solidly on
his side. Addressing the ode to him demonstrates this loyalty; indeed, this is the
moment when i;foos, used of Oedipus, ceases to mean "stranger" and comes to
mean "guest and friend," both of the chorus and of Athens itself. 23
Religion and politics are both essential to OC, and both are explicitly
visible in the rituals of the City Dionysia at which the play was performed;
this is at once a civic festival and a religious one, and every tragedy has
both a civic/ political and a religious/ spiritual dimension, though some
emphasize one over the other. This ode, just before the mid-point of the play,
ties together the civic and the religious themes in the play. Theseus has just
admitted Oedipus to membership in the Athenian community. In response
to this, the chorus, life-long members of that same community, give the
newcomer an introduction and orientation, describing the special beauties of
21
This "horizontal" or "vertical" reading draws on Watkins (1995, p. 97-108), who
points out similar trans-strophic correspondences in Antigone 360~370, in the "Ode to
Man" (p. 104).
22
See for example Scott (1996, p. 221); Gardiner (1987, p. 113).
23
The chorus will refer to Oedipus as l;evos three more times, at 1014, 1096, and
1449, and otherwise from this point onward use the word only of and to Creon (824,829,
831, 835, 856, 877, 937).
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the land and the powers of its gods. Although they do not mention politics
or government, the allusions to the cavalry and the navy would certainly be
clear to the fifth-century audience.
While the chorus, in character, are explicitly singing to another
character in the play, this song is also an Athenian's hymn of praise for his
home deme (or neighborhood), intended for performance by and before
other Athenians. Nearly all commentators on Sophocles warn readers
against taking the odes out of context as set-pieces, but it is clear that songs
from drama were sung in other contexts in the fifth century, just as show
tunes are today. 24 This song, with its relatively simple meter, clear sensory
descriptions, and warm affection for the home country, would have been a
natural anthology piece, and Sophocles must have known this.
Why praise Colonus? The idea that Oedipus ends his life here
seems to have been an established part of the legend; for example, Euripides
mentions it in Phoenissae (1. 1707), produced only a few years before OC was
written. 25 Sophocles did not invent this detail, but since Colonus was his
own home deme, he may have been proud to use it. But Colonus had other
associations for an Athenian audience of 406: it was the site of the meeting
of the assembly that introduced the oligarchy of the Four Hundred in 411.
Sophocles, a proboulos at the time, had reluctantly voted for the oligarchy
(Arist. Rhet. III.1419a25-a30). Some or all of the cavalry had also sided
with the oligarchy (Thuc. 8.97.6). Colonus, then, may have appeared to the
average Athenians as a stronghold of anti-democratic sentiment. Sophocles
could have ignored this and made little of the setting of the play; although
Colonus and its eponymous hero have been mentioned (L 59), it would
have been possible to focus exclusively on the grove of the Eumenides and
leave out Poseidon Hippios. Instead, Sophocles writes a whole choral ode
emphasizing that the play takes place at Colonus and prominently featuring
the patron of the cavalry.
I suggest that Sophocles is deliberately alluding to Colo.nus'
24
See for example Clouds 1353 ff, the argument between Strepsiades and
Pheidippides about appropriate after-dinner music. The parabasis of Knights (526530) gives a real-life example, telling how Cratinus's songs had once been favorites at
symposia. (From the context, one suspects "O Lady Bribery Shod in Fig" and "Builders
of Creative Song" were still highly popular in 424; Cratinus was presenting a play at the
same time as Knights, so it was in Aristophanes's interest to portray him as out of date, out
of touch, and out of ideas.)
25
While these lines in Phoenissae have been disputed, Mastronarde (1994, ad loc.)
retains them, and accepts the notion of a local legend connecting Oedipus and Colonus;
Kearns (1989, p. 208) concludes that "there is a little too much evidence connecting
Oedipus with Kolonus to be explained simply by the evidence of Sophocles's play."
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oligarchic connections in hopes of reconciling the cavalry and the Colonians
with the rest of Attica. The main theme of the song is the new alliance
between Oedipus and the chorus as representatives of Athens. They list
the various gods who protect Colonus: Dionysus, the Two Goddesses,
Aphrodite, Athena, and finally Poseidon. Poseidon is the most prominent
(he comes last and gets a whole stanza to himself), appropriately and
naturally in view of his cult there, but he is not alone; Colonus does not
belong exclusively either to Poseidon Hippios or to the Athenian Knights.
Indeed, mention of horses is immediately capped by mention of rowing and
ships - the cavalry yields to the fleet. The underlying idea is twofold: first,
that citizens of Colonus take pride in Athenian olives and Athena's favor just
as other Athenians do; and second, that Attica speaks as one to welcome
Oedipus, with the implication that in 406 it might speak as one again.
The imagery throughout is generally unmilitary, especially in the
first strophic pair. Even in the second strophe, the terror of Athens's enemies
is not her fighting force but her olive trees. The long lines and relatively
straightforward rhythm add to the mood of tranquillity. Just as the men of
the chorus are willing to put aside their recent differences with Oedipus,
perhaps Sophocles subtly argues that Athenians should put aside their
differences with each other. Sophocles could not have foreseen that Athens
would fall within two years of his death, or that the Knights would be even
more involved in the oligarchic coup of 404 than they were in that of 411.
Perhaps this is why the play was not performed until 401, to allow time
for the initial resentment to recede and a spirit of reconciliation to become
possible again.
V Conclusion
Sophocles uses a metrical motif, an expanded pherecratean, as a
theme for the integration of Oedipus into the society of Colonus. Once
Theseus and the chorus have accepted him, he no longer needs theme
music and the motif is absent from the last half of the play. The metrical
theme unifies the first part of the play, which might otherwise have seemed
episodic, as the Stranger, Ismene, and Theseus come in and out. From the
central "Colonus Ode" on, however, Oedipus and the chorus are unified.
Oedipus belongs to Athens at last, and will become a hero for his new city.
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Introducing Greek to Latin Students with Athenaze1
Paul Properzio
Boston Latin Academy

have taught Greek to Latin students at Boston Latin Academy for
seventeen years. Ancient Greek 1 (Beginning Ancient Greek) is a JuniorSenior elective at Boston Latin Academy. 2 Normally 10 to 15 students take
Greek. In 2011-2012, only 7 emolled - the lowest number in 15 years. One of
these students, however, won a blue ribbon on the 2012 National Greek Exam.
In 2012-2013, 27 seniors emolled in Greek, 3 many of whom had already taken
Latin IV. All 27 sat for the 2013 National Greek Exam last March.
Many teachers of Greek find Maurice Balme and Gilbert Lawall,
Athenaze: An Introduction to Ancient Greek, Book I, second edition (Oxford,
2003) to be an excellent text with which to begin the study of Greek. 4

I

1
This article was first presented as a paper at the 107th CANE Annual Meeting at
the University of Connecticut, Storrs, CT, March 15-16, 2013. A version, "Teaching Greek at
the Secondary and College Levels," was presented at the annual Institute of the American
Classical League at the University of Memphis, Memphis, TN, June 27-29, 2013. The presenters were Wilfred Major (Louisiana State University), Mark Pearsall (Glastonbury High
School, CT), and Paul Properzio (Boston Latin Academy, MA). The author also presented
the paper at the Fall Meeting of CAAS at The Inn at Penn, October 10-12, 2013. He wishes
to thank the editor for the helpful revisions which have been incorporated into the article.
2
Formerly Girls' Latin School founded in 1878, co-ed since 1972. All 1700 students in grades 7 through 12 are required to take four years of Latin through grade 10.
They may, however, elect to take more Latin (Poetry Honors and AP) in grades 11 and 12.
3
For 2013-2014 there are 58 juniors and seniors signed up for Ancient Greek 1. Normally only Ancient Greek 1 is offered but occasionally a second year of Greek has been offered.
4
Just prior to the 2013 CANE Meeting, Professor Gilbert Lawall of the University of
Massachusetts Amherst contacted the author. Lawall said that he was very interested in the
concept of introducing Greek to Latin students and has actively supported this concept for a
number of years. In fact, he sent the author a copy of his paper, "Greek in the Schools: Why?
When? How?," from a meeting of the Classical Association of the Empire State in 2002. That
14-page paper, filled with anecdotal evidence from Latin teachers nationwide, attests to the
success of introducing Greek to Latin students using Athenaze as well as other texts.
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Athenaze, like many Latin texts currently in use, offers a reading-based
approach combined with a strong grammar component and incorporation of
cultural material. The textbook has 16 chapters -each consisting of GreekEnglish vocabulary, a story in Greek, word-building. grammar, and exercises
including Greek to English and English to Greek Some chapters also have a
shorter follow-up story that supplements the one at the beginning. The chapters
end with a short Greek selection taken directly from a well-known author such as
Callimachus, Menander, Anacreon, Sophocles, Archilochus, and Sappho to name
a few. These are followed by New Testament Greek passages from Luke and John.
At Boston Latin Academy the first week or so is devoted to the Greek
alphabet, pronunciation, breathings, diphthongs, iota subscript, paired, double
and aspirated consonants, punctuation, accents, transliteration, and writing Greek
letters. The students practice the Greek names of the Twelve Olympians, the Nine
Muses, the Three Graces, and the Three Fates. For quick reference, two large
charts of the Greek alphabet are posted in the front and back of the classroom.
Athenaze also has a date chart highlighting the major events in Greek history
from the Late Bronze Age (ca. 1600 BC) through the Peloponnesian War and the
surrender of Athens in 404 BC.
Chapter 1 of Athenaze begins with the story (in Greek) of an Athenian
farmer named Dicaeopolis and his family who live in Cholleidae, a village or
deme north of Athens. The events are fictitious, but they are set in a definite
historical context- autumn 432 BC to spring 431 BC. The Athenian democracy,
led by Pericles, is at its height; the Athenians rule the seas and control an empire,
but their power has aroused the fears and jealousy of Sparta and her allies in
the Peloponnesus, especially Corinth. By the spring of 431, Athens and the
Peloponnesian League are engaged in the war that leads, 27 years later, to the
defeat and downfall of Athens. Much of the Greek has been simplified to serve
the instructional purposes of the text. However, most of the subplots are based
on the writings of Homer, Herodotus, and Thucydides. The readings in the early
chapters are simple in content and grammatical structure so that, equipped with
knowledge of the vocabulary given before the reading passage and with help
from the glosses beneath each paragraph, students can read and understand
the Greek before studying the formal presentation of the grammar that usually
incorporates examples from the Greek passage. There are exercises of various
sorts to help consolidate the students' understanding of the grammar and to give
them skill in manipulating the new forms and structures of the language as they
learn them.
Each chapter ends with an essay in English that contains the highlights
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of a subject relevant to ancient Greek history, culture, and myth. 5 The Greek
storyline in the chapters moves from Dicaeopolis and his family living and
working in the country to their trip to the city of Athens. 6
A brief look at Chapter 6, entitled O MY0OL, about Theseus and the
Minotaur, pp. 72-83 of Athenaze, would be useful at this point. The picture
with caption in Greek reveals that "Theseus and his companions arrive at
Crete." The chapter vocabulary is keyed to the story (28 lines of Greek) and
also introduces some of the proper names that appear in it (such as Athens,
Aegeus, Ariadne, Theseus, Knossos, Crete, Minos, and Minotaur). The first
paragraph (lines 1-6) reveals that Minos is king of the island of Crete and the
labyrinth is in his palace. The man-eating Minotaur lives there and Minos
compels 14 Athenian youths and maidens to be fed yearly to the beast. The
second paragraph (lines 7-12) explains that the Athenian king Aegeus has a
son named Theseus who pities his friends and wants to save them. He begs
Aegeus to send him to Crete with them. The third paragraph (lines 13-17)
reveals that Theseus and his companions sail to Crete and are met by the king,
queen, and their daughter Ariadne who escort them to Knossos where the
Athenian guests await their fate in prison. The fourth paragraph (lines 18-28)
indicates that Ariadne falls in love with Theseus and wants to save him. She
gives him a sword and some thread and cautions him to enter the labyrinth
and slay the Minotaur. She intends to leave Crete and sail to Athens with him.
The grammar section (pp. 74-78) introduces the forms of the contract
verb nMw (to sail), the concept of three voices (active, passive, and middle),
and the conjugation of Mw (to loosen, loose), cp1Mw (to love), and Ttµaw (to
honor) in the middle voice (present indicative, imperative, and infinitive).
This chapter also introduces deponent verbs already familiar to the students
from their previous Latin studies. All Greek translation exercises have verbs in
the active and middle voice for comparison. There are a few English sentences
at the end to translate into Greek. The chaoter ends with a wonderful essay on

5
The essays are: The Athenian Farmer; Slavery; The Deme and the Polis; Women; Gods and Men; Myth; Homer; Athens: An Historical Outline; The City of Athens;
Festivals; Greek Science and Medicine; Trade and Travel; The Rise of Persia; The Rise of
Athens; Aeschylus' Persae (The Persians); and The Athenian Empire.
6
Among the myths and stories in the chapters read in Greek are: Theseus and the
Minotaur on Crete; Theseus and Ariadne; the Cyclops; the Death of Aegeus; Odysseus
and Aeolus; the Panathenaic Festival in Athens; Odysseus and Circe; Odysseus Loses his
Comrades to Scylla and Charybdis; Xerxes Crosses the Hellespont; the Battle of Thermopylae; the Persians Take the Mountain Pass Above Thermopylae; the Battle at Salamis;
the Persians Take Athens; After the Battle at Salamis; and Xerxes Retreats to Asia.
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Myth. 7
Students are expected to complete at least fifteen of the sixteen chapters
of Athenaze in an academic year. Greek meets daily for 47 minutes five times
a week. Students have an opportunity to read aloud sections from the Greek
stories, learn the vocabulary and the grammar, and practice translating from
Greek to English and English to Greek. Every Friday throughout the year, the
students view a film that focuses on ancient Greek culture and civilization.
One such film is "The Greeks: Crucible of Civilization." This 140-minute film
details the rise of the Greeks in the 5th and 4th centuries B.C., discusses their
empire that stretched across the Mediterranean from Asia to Spain, hails the
foundation they laid in modem science, politics, warfare and philosophy, and
illustrates some of the most breathtaking art and architecture the world has
ever seen. This film recounts the rise, glory, demise and legacy of the empire
that marked the dawn of Western civilization. The story of Greek civilization
is told through the lives of heroes of ancient Greece, namely Cleisthenes,
Themistocles, Pericles, and Socrates. Advanced computer technology rebuilds
the Acropolis and its buildings, recreates the Battle of Marathon, and restores
the grandeur of the Academy where Socrates, Plato and Aristotle forged the
foundation of Western thought. Another excellent film is "Greece: Secrets of
the Past," which focuses on archaeological discovery. Offering stunning aerial
photography and captivating views of the Greek islands, the 45-minute film
offers a sweeping archaeological journey back in time, recreates the massive
eruption that blew Santorini sky-high, and restores the Parthenon to its original
state The sn1dents write an analysis of each film from a critic's perspective.8
7
The essay, which begins with an English passage from Hesiod's Works and Days
(lines 42-105), discusses: Prometheus' theft of fire for mankind; the acceptance of Pandora by
Epimetheus and the consequences; the historical myth of Theseus and the Minotaur; the real
meaning of the word Labyrinth (from Labyrinthos, House of the Double Axe). The essay also reveals
that Theseus is said to have accompanied Heracles on an expedition againt the Amazons and that
Hippolyte, queen of the Amazons, bore Theseus a son, Hippolytus, who later was the cause of
much sorrow to Theseus. The essay ends with the myth of Odysseus and the Cyclops (the topic
of Chapter 7), taken from Homer's Odyssey, which illustrates the use of folktale in Greek myth.
It is the story of the little man who outwits a one-eyed man-eating giant, a motif found in the
folktales of other cultures.
8
The other films on Greek themes shown over the course of a year are: Sophocles' Antigone, with Irene Papas (82 minutes), in Greek with English subtitles; Euripides' The Trojan Women,
with Genevieve Bujold, Katherine Hepburn, Vanessa Redgrave, and Irene Papas (105 minutes),
in English; Euripides' Iphigenia, with Irene Papas (129 minutes), in Greek with English subtitles;
Jim Henson's The Storyteller: Greek Myths - Daedalus and Icarus, Orpheus and Eurydice, Perseus
and the Gorgon, Theseus and the Minotaur (95 minutes); The Greek Gods: From Aphrodite to Zeus (50
minutes); Clash of the Gods: Zeus, Heracles, Hades, The Minotaur, Medusa, Beowulf, Tolkien's Monsters,
Thor, Odysseus (7 hours, 50 _minutes total); Troy, with Brad Pitt, Eric Bana, and Orlando Bloom
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Another beginning Ancient Greek text available for Latin teachers already
using the Ecce Romani series is Nina Barclay's Eucleides'World: An Exploratory
Introduction to Ancient Greek to Accompany Ecce Romani. 9 In the acknowledgments
Barclay says that the seeds of Eucleides' World lay in the Ecce Romani series. The
impetus for writing an ancillary exploratory Greek textbook took root at a miniconference on teaching Greek in secondary schools sponsored by Professor Gilbert
Lawall and held in the Summer of 2000. 10 Barclay suggests following seven chapters
behind Ecce. Therefore, teachers could begin Eucleides' World at the first Ecce Review
chapter. Then, for each new Ecce chapter, do a Eucleides' World chapter and review
of its earlier Ecce chapter. This allows for a pace where students encounter only the
Greek alphabet and some transliteration before midyear. Or teachers could begin
EW as a break after Christmas Vacation and do EW Chapters 1-6 in a row before
reviewing the first semester's Latin. Then, in the second semester, they can begin a
chapter of EW each week. Teachers may also begin EW during Foreign Language
week and set a goal of reaching Review 2 by the end of Latin 1.11
Although Barclay has used Eucleides' World successfully at Norwich
Academy along with Ecce Romani, Athenaze is preferred at Boston Latin Academy for
several reasons. Greek 1 can be taught as an uninterrupted full-year course elected
by upper-school students who have already studied four years of Latin. Boston
Latin Academy has been using Latin for Americans successfully for many years and
the Latin teachers prefer its grammar-based approach. Furthermore, Athenaze has a
strong grammar component that dovetails nicely with Latin for Americans. Both texts
therefore will be maintained for the foreseeable future at Boston Latin Academy.
Students at Boston Latin Academy have twice traveled to Greece to view the
sites and monuments they study in the classical curriculum offered at the school,
and there is no better way to introduce students to ancient Greek language and
culture than through the engaging and excellently produced Athenaze text.

(162 minutes); Alexander, with Colin Farrell, Angelina Jolie, Val Kilmer, and Anthony Hopkins
(167) minutes; Percy Jackson and the Olympians: The Lightning Thief with Pierce Brosnan, Kevin
McKidd, and Uma Thurman (118 minutes).
9
Barclay taught Greek at Norwich Free Academy, Norwich, CT. Eucleides' World was
published in 2002 by the Classical Association of New England and is available through CANE
Instructional Materials, Resources for Latin Teachers and Classics Professors, Sponsored by the
Classical Association of New England (CANE).
10
Barclay, Acknowledgments.
11
Barclay, Some Possible Facings for Eucleides' World. See also the Introduction on The
Greek Language, p. 1.
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Martial's Epigrams: The Romans Close up
Nell Wright
Montague, MA

I. Spring of 65, Under Nero
arcus Valerius Martialis1 feels as if his dreams have come true: he has
finally arrived in Rome. It is a spring morning on Subura, the market
street. He sees clients following senators in large groups, drapers shaking
lengths of fabric to entice buyers, lawyers gesturing around the outdoor court. Nero's
guards spy silently, the temples throb with worshippers, and merchants cajole the
shoppers who elbow toward the food stands.
Martial could buy anything here, from toothbrushes, false teeth, imported
fruit, fabric, perfume and exotic birds, to collected works of his favorite poets.
Too bad he hasn't two sestertes to rub together. But he will. Rome offers
opportunities; here a clever young man can make a name for himself. He is on his way
to visit two other Spaniards who have done exactly that: Marcus Fabius Quintilianus,2
who teaches rhetoric, and the politician Lucius Annaeus Seneca.3 They promised his
father to help him along. He is quite late.
Martial turns from the market's treasures and follows Subura up toward the
grander houses. Reciting the directions he got from a man in the market, he guides
himself to an impressive door.
The slave asks, "Who shall I say is calling?"
"Marcus Valerius Martialis from Bilbilis, Spain."
While the poet waits in the cool hall for his host, a young woman appears.
He has to look twice to convince himself she's not a moving statue. She is draped in
yards of fine wool fabric; her eyes are garishly made up.
"I'm Fabulla," she croons. "A lady. Very rich. Single. And only see how
beautiful I am!"
She cozies up to him on the bench.
"Fabulla, that's enough." An older man has appeared. Sternly, he adds,
"Martial, you're late."
Fabulla pouts and turns away.

M

1
Born about 40 AD in Bilbilis, Spain. Most other information about Martial comes from
the poems themselves, as does the material in this paper.
2
Born about 35 AD in Calagurris, Spain.
3
Born about 1 AD in Corduba, Spain.

199

"Quintilian!" Martial says, 'Tm delighted to see you. Sorry, I slept
late."
"No profit in sleeping late. Come and meet Seneca." He
guides Martial along the hall.
"Quite a comfortable little palace you have," Martial
comments.
"I have been successful. Long hours, challenging students."
In the library, piles of scrolls lie open for reading. Seneca
leans on a cane near the window. He totters over and embraces
Martial.
"We assume you came to Rome to study law with Seneca
and rhetoric with me," Quintilian begins.
"I used to be able to help out our young men with the
emperor." Seneca says wearily. "I dare not try just now."
"That's fine with me." Martial says. "I learned enough
about law at home. Study late, get up early. Complicated
arguments. Hard on the voice. I'm a poet."
"A poet? Really? Like Vergil and Ovid?" Seneca asks. "We
Spaniards could use an epic poet. Seneca already represents us in
tragedy."
Seneca hangs his head modestly.
Martial says, "I only write short poems."
"Epigram?" Seneca's eyebrows rise.
"Epigram. Exactly."
The older men exchange looks of alarm. Quintilian leads his
guests to the dining couches.
"Here's one I just thought of," Martial says. He recites:
Bella es, novimus, et puella, verum est
et dives quis enim potest negare?
sed cum te nimium, Fabulla, laudas,
nee dives neque bella nee puella es.
"I know you're pretty, a lady and loaded,
Never seen in styles outmoded.
I can't deny I admire the wealth
But a real lady wouldn't tell me herself!"
"That's Fabulla!" Seneca titters.
200

I.64

Quintilian does not smile. "You have captured her perfectly. But
you realize, Martial, that's not poetry. It's nonsense. In Rome you must
write on important topics. Create characters grander than life, heroes for
young boys to imitate."
"He's right," Seneca says. "No one takes doggerel seriously."
"But do they buy it?" Martial asks.
"Definitely not. You entertain friends after dinner with such stuff. It
will not earn your living. Furthermore, it is not art."
"Plenty of art goes into my work," Martial says, rising from the
couch. "You can't appreciate it because you are pompous old fools."
"If you will not study the law... " Quintilian points to the door. "All
you young men are alike, so sure of yourselves. I hope you starve."
On the way out, Martial casts longing looks at Quintilian's boxes of
scrolls and comfortable couches - the luxurious rewards of being a humorless
workaholic. Another poem already forms itself in his head.
Quintiliane, vagae moderator summe iuventae,
gloria Romanae, Quintiliane, togae,
vivere quod propero pauper nee inutilis annis,
da veniam: properat vivere nemo satis.
differat hoc patrios optat qui vincere census
atriaque immodicis artat imaginibus.
me focus et nigros non indignantia fumos
tecta iuvant et fons vivus er herba rudis.
sit rnihi verna sator, sit non dictissima coniunx,
sit nox cum somno, sit sine lite dies.

II.90

Quintilian, successful in Roman law,
The richest man I ever saw,
Do pardon me and my humble trade:
I don't make much; I serenade.
And yet it means I sleep enough
Though it's under a humble roof.
A harmless pauper let me be,
I shun the courts' intensity.
IL 65, Winter, Nero
Martial appears late at Quintilian's door. He has slept in, that being
his best alternative to hunger and cold. He adjusts his toga.
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The orator sits near a moveable fire, pen in hand.
"You summoned me. I am late." Martial says. "May I offer the
usual excuses? What's for lunch?" He reclines at the table which holds a
luscious display of olives, cheese and flat bread.
"Good afternoon, Marcus Valerius. You look as if you slept in your toga."
"I did."
"A shame, and you a Spaniard. Only think where you would be if
you hadn't started off alienating me. And poor old Seneca."
"Yes, I heard about him. Dangerous place, Rome. Hung himself at
the emperor's command, didn't he?" Martial helps himself to wine.
"Poison, actually," Quintilian says. "Now, you should offer to write
for Nero. He loves poetry."
"And writes his own stuff. Terrible." Martial reaches for the bread.
"So I think not. Work for the emperor, take poison. Though I do need a clean
toga."
"This is serious, Marcus Valerius. What shall I say to the emperor?"
"Tell him no. Or no, thank you, if that seems better." The poet
recites:
'Cur ergo' inquis 'habes malas lacernas?'
Respondi 'quia sum malus poeta.'
Hoc ne saepius accidat poetae,
mittas, Rufe, mihi bonas lacernas.

VI.82.9-124

"Why," Rufus asks, "is your toga frayed?"
"I'm a bad poet, that's why," I said.
Then added, "Rufus, prevent further decay.
Help me out, send a new one today."
Quintilian puts out his hand to stop Martial from finishing the cheese.
"Indeed. I can see you will not drop epigram. If only you would write an epic,
you could be set for life. Nero as a second Alexander. He would love it."
Martial yawns. "Sounds dull to me. Any more wine? Epics are too
much work. And emperors fickle. There's poor Seneca, and look at what
happened to Ovid! Why should I write an epic when I can sum up a loathsome
character in two lines? Why pad it out to the thousands the way Vergil did?"
Quintilian frowns. "Aeneas is not a loathsome character. The epigrams

4

Compare IX.48 and VIII.28
202

,.

merely illustrate that you possess talent. They are not art. I will argue no longer. If
only Rome would inspire you with something grand. You have talent, as I have said
before."
Martial starts for the door. "Thanks for the grub."
"Wait." The orator leans over the couch and asks, "Tell me the end of,
Nil recitas et vis, Mamerce, poeta videri (II.88) ... 'You want me to think you're a
poet, though you never read us your work. .. '?"
Quintillian seems to like little poems, so Martial obliges. "Quidquid vis
esto, dummodo nil recitas, 'I'll call you whatever you want. Just don't read, that
drives me berserk.' Mamercus is so annoying."

III.
Martial seems to have lived fifteen years in Rome without publishing
any poetry. Whether it was to make his living, or to survive Roman politics of
the late first century, by the time Nero went to his reward, Martial had changed
his mind about working for the new emperors, Titus and Domitian. In 80, he
published thirty-three poems in the Liber Spectaculorum, flattering the emperor
at the opening of the Coliseum. 5 But long before the first book came out, old
snobs and corner grocers alike could recite many of his lines. Martial's poetry
got around so well without publishing that he could claim in the introduction to
Book I (published in 86 AD) that he was already known world-wide.
Barbara pyrarnidum sileat miracula Memphis
Assyrius iactet nee Babylona labor;
nee Triviae templo molles laudentur Jones,
dissimulet Delon cornibus ara frequens;
aere nee vacuo pendentia Mausolea
laudibus inmodicis Cares in astra ferant.
omnis Caesareo cedit labor. Amphitheatro,
unum pro cunctis fama loquetur opus.

0.1

The old king's tomb at Halicarnassus
For a wonder scarcely passes.
Ionians swagger, then dispatch you
To ogle Artemis's crude statue.
Apollo's altar Delians cherish,
5
It's not clear whether Titus or Domitian opened the Coliseum. Because Martial
refers only to "Caesar", he doesn't solve the mystery. References here to poems in the
Uber Spectaculorurn start with 0.
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Though covered in horns, it's dull and squarish.
The pyramids, Egyptian' s passion,
No longer rate; they're out of fashion.
Babylonians praise their trailing garden But garish taste we Romans pardon.
Who praises these a thorough dope is
After seeing Caesar's magnum opus.
All wonders yield to the amphitheater,
To the Coliseum and to its creator.
Quad pius et supplex elephas te, Caesar, adorat,
hie modo, qui tauro tam metuendus erat,
non facit hoc iussus, nulloque docente magistro,
crede mihi, nostrum sentit et ille deum.

0.17

The supple elephant bends his knee
To worship you spontaneously.
Without a whip, without a prod,
Believe me, Caesar, he knows you' re god.
With poems lil$:e these, it's no wonder the emperor told all his
friends to purchase the book. Enough people bought it to encourage our
poet in his goal to write epigram. In the year 85, Martial cashed in on the
holiday season of Saturnalia with two books of tag lines to accompany gifts.
Topics ranged from praise of fava beans and exotic eggs to the delights of a
live monkey and include: toothbrushes, articles of clothing, out-of-season
vegetation, small items of furniture, notebooks, mini editions of Ovid, dice,
the tail of an ox, soap, false teeth, old wine, tiny group statuettes:
Iste tibi faciet bona Saturnalia porcus,
inter spumantes ilice pastus apros.
This little pig's deaf or not too swift.
He's part of a day Saturnalia gift.
He gorged on acorns and fell asleep,
Though the wolves crouch by him, ready to leap.
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XIV.71

Psittacus a vobis aliorum nomina discam:
hoc didici per me dicere CAESAR HAVE.

XIV.73

A parrot with potential,
You should teach him something new.
He's just keeps repeating,
"Hail Caesar, how are you?"

Ut sapiant fatuae, farorum prandia, betae,
o quam saepe petet vina piterque cocus!

XIIl.13

Your cook will call for wine and pepper
To make these beets a decent supper.
Beets are wholesome, but oh so bland Breakfast of carpenters, you understand.

Dat festinatas, Caesar, tibi bruma coronas,
quondam veris erat, nunc tua facta rosa est.

XIII.127

Hail to our Caesar who conquered time.
How he did it I'll tell you in rhyme.
The guest gift he chose is
A wreath full of roses
Which in winter only emperors can find.

Gaudet in effossis habitare cuniculus antris.
monstravit tacitas hostibus ille vias.

XIII.60

Rabbits' habits make some sense,
They live in warrens, not in tents.
But this one gave his lair away.
Poor little hare, he's lunch today.

Sanguine de nostro tinctas, ingrate, lacernas
induis et non est hoc satis: esca sumus.
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XIII.87

Our purple's so very rich, it glows
So you crush our shells to dye your clothes.
But that's not enough
For a true shellfish buffYou'll eat us, too. That's how it goes.
Rome inspired Martial, but not the way Quintilian expected. When
our poet encountered Rome's least desirable denizens, he made fun of them
in published verse. He turned his new city's idiosyncratic and/ or disgusting
characters into his life's work. Martial's poems were amusing and easy to
remember and quote, fun lampoons. They sold well.
In the following twelve books he describes unscrupulous doctors
(1.30, I.47, XI.28), sycophants anxious to dine out (IX.19), his neighbor in
the next building (because he is close enough to touch, I.86), young men
fishing for rich, ugly brides (1.10, Xll.10), loquacious lawyers (I.79, VIII.7),
thundering schoolteachers (I.97, IX.68. X.62), and fake-mongering antique
dealers (VIII.6). The following examples depict the subjects of a nasty subgenre, the eternally unattractive.
'Thaida Quintus amat.' 'Quam Thaida?' 'Thaida luscam.' III.8
Unum oculum Thais non habet, ille duos.
Quintus loves a girl. Which one?
By one-eyed Thais his heart's undone.
One-eyed, then, she'll pledge her troth.
Lucky girl, he's blind in both.

Thais habet nigros, niveos Laecania dentes.
quae ratio est? Emptos haec habet, illa suos.

V.43

Lucy's teeth are pearly white
Thais has few, black as night.
The explanation, you demand?
Lucy bought hers at a stand.

Nubere vis Prisco: non miror, Paula, sapisti.
ducere te non vult Priscus: et ille sapit.
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IX.IO

Paula wants to marry Priscus
He's gorgeous; he can throw the discus.
Seems to me she's got good taste,
But all her hints have gone to waste.
Priscus doesn't want to wed her,
Seems to me his taste's much better.
Martial makes it seem as if he lived in poverty and was forced to be
a client for subsistence. It's unlikely that this was true for long, if at all, but
whether from experience or not, he described the client's duties in detail.
That life was humiliating and inconvenient: getting up early (XIV.125),
following patrons in their litters (X.10; IIl.46, IX.100, Xl.24), swarming
patrons in the street, claquing their speeches (II.27, XIl.40), begging for
dinner as a reward (II.27). He sums it up (XIl.68): "The morning client's
routine is why I left Rome." 6
Si matutinos facilest tibi perdere somnos,
attrita veniet sportula saepe toga.

XIV.125

If you don't mind losing your sleep
to get up and escort some creep,
Your toga will fray
and you'll waste the whole day It'll earn you a handout petite.
The toga was a villain. Though a symbol of ambition and negotium
to others (X.30.27; Xl.24), it symbolized burdens for Martial. He called the toga
"urbanum iugum" (X.12.6), or credited it with all Rome's false courtesies ("togae ...
fatuae", X.19), and deplored "operam sine fine togatam" (III.46). He cherished
the tunic, representative of place where the quies was tunicata and the toga ignota
(X.51.6, also at XIl.18.17). In a tunic he could enjoy otium, the kind of artistic leisure
which nurtured Horace and Vergil (I.107). A synthesis, the hodgepodge dress of
Saturnalia, freed the wearer from the toga and its duties (XIV.142).
Life is better in the country (X.96.11-12), since, quattuor hie aestate togae
pluresve teruntur, autumnis ibi me quattuor una tegit: "I wear out four or more
togas a season in Rome, but out here in the rus, one lasts me four years." 7

6
7

See also II.48.
Compare I.49.31, nusquam toga, and X.19, where he claims the toga is a waste of time.
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N. 87, Under Domitian
As the years go by, Martial keeps in touch with Quintilian by sending hirn
poems and books. Quintilian, eventually charmed by Martial' s wit, softens toward the
writer of epigram. After reading his fellow Spaniard's third book, he invites him to
dine.
"But why don't you wear your best toga to lunch with me?"
"This is it."
Don t you make enough money from your books to get a finer one?"
"Quintilian, old man, I'm starved," Martial confesses. "Let's start on the meal
and I'll tell you the truth about being a poet in Rome."
Quintilian gestures toward the couches. Martial reclines and takes an
appreciative sip of wine.
'The books actually bring little income. Amateurs plagiarize and the
booksellers steal.8 True, they pay me for copying a book once, but then they set their
slaves to mass reproduction."
"But don't you get gifts from admirers? Invitations to dinner, vacations in the
country? You've gotten a nice tax-break."
"The dinners can be tedious. And skimpy1 as I have said a thousand times."
11

1

1

cur sine te ceno tecum, Pontice, cenam
sportula quod non est prosit: examus idem.

III.60.9-10

Ponticus, thanks for the meal.
Thanks though the scene was surreal.
I came to your dinner
But left so much thinner
Next time I'll ask, "What's the appeal?"
1

Quintilian laughs. "Or at the beginning of the book, where you say
Romam petebat esuritor Tuccius
profectus ex Hispania.
occurit illi sportularum fabula:
a ponte rediit Mulvio.
A poet once starving in Spain
Came to Rome to start over again.
But crossing the Tiber, he met a survivor

8

II.20; 1.29, I.38, I.52, I.53, I.63, I.91 and I.113
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III.14

Who said, "A poet? You'll dine on distain."
"Yes," Martial sighs. "What benefit is fame? My wallet doesn't feel
any benefit. 9 I court patrons because I'm hungry; they love my poems. It's an
arrangement I regret the next morning. Here's one I'm working on about how rough
life is: 10
Prima salutantes atque altera conterit hora

IV.8.1-4

exercet raucos tertia causidicos,
in quintam varios extendit Roma labores,
When called, greet your patron at six.
At eight, attend lawyers prolix.
'Round ten walk with them on the street.
At twelve, take a short break to eat.
You see, old friend, being patrons, they expect me to act like a client. I hate that."
"I know." Quintilian pats Martial's arm. "You can't endure vanae taedia
togae, the boring tasks which require a toga." (III.4.5)
"Ah, you remember that one. It's true. All I really want is time to write." 11
V. 89, Still Domitian
Martial unrolls a small scroll from Quintilian, who has retired to Spain.
"Dearest Marcus Valerius, hope you are well, etc. Your eighth book has
made its way to me here. I read it eagerly. I laughed aloud at your portrait of my
former eye doctor. (VIII.74 - You're good with that little dagger in gladiatorial fights,
probably because you got so much practice as an eye doctor.) Elegant chiasmus to
show his crossed eyes. The subtle praise in Regia pyramidum (VIII.36) made me weep.
You have come far from the 'the old king's tomb ... ' When I think of what you could
have been if you had tried serious poetry! Say hello to Rome for me, and come home
soon."
9
XI.3.6
10
more, similar at IIl.36, V.22, X.5, X.56, X.82, XI.24 (Martial asks patron to give him
some time off)
11
Martial did have a sincere side. For instance, memorials for the dead (e.g. 1.88,
V.34), and addressing his books to make the trip to a designated recipient, often far away
{1.52, 1.108, 1.117, II. Sal., 11.6, III.2, III.4, IV.IO, IX.99, X.20, X.104, XI.1). 1.70 "Go make my
greeting for me, little book. Today I send you to the handsome house of Proculus. You
ask me the way and I'll tell you. First, pass the local temple to Castor, the young ladies'
institution by Venus," etc.
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"Good old Quintilian," Martial says to himself. "I can picture him lounging
in his garden. I ought to retire myself one of these years." He picks up his pen and
writes, "Marcus Valerius Martialis salutes Quintilian. I am working on the next book.
Your letter puts me in mind of home. I do what I have to here, tangled in the city's
chains. If you find me a quiet place to settle, I will return. Here's a recent trifle."
Matutine cliens, urbis mihi causa relictae,
atria, si sapias, ambitiosa colas.
non sum ego causidicus nee amaris litibus aptus
sed piger et senior Pieridumque comes;
otia me somnus iuvant, quae magna negavit
Roma mihi: redeo, si vigilatur et hie.

XII.68

A good Roman client's up early
to attend at the halls of the great.
There, that's it in a nutshell,
that's all about Rome that I hate.
I'm an old, lazy pal of the Muses,
and think leisure more vital than cash. ·
But when I can't sleep in the country,
I'm off, back to Rome in a flash."
VI.
Martial did receive a gift of land and a house in his native Bilbilis for
retirement, but not from Quintilian. He published three more books before he
left Rome. Though he had written many poems on the simple country life before
(e.g. 1.49, I.61), Book X, published in 96, contains a flock of them. In X.58, Martial
complains that Rome wears a man down; city people are too noisy in X.62. He begs
Rome to go easy on her clients; he's desperate for a rest (X.74) and needs the country
life (X.96).12 It seems as if he were beginning to think about retirement. Rome, as
fascinating a source of satire as she was, also fatigued him. Many interpret the
following poem as referring to a woman, but
perhaps Rome was Martial' s favorite mistress:

Difficilis facilis, iucundus acerbus es idem:
nee tecum possum vivere nee sine te.

12

XII.47

More heartfelt musings on the simple life in Spain in Book XII: 29, 57 and 68.
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First we're in then we're out,
First you fawn, then you pout.
I know I love you and then I doubt,
I can't live with you, I can't live without.
VII. 98, Under Nerva
Imagine a bright spring day in Spain, the kind of day when it seems as if
all your dreams have come true. Martial climbs a hill towards his own farm, eager
to enjoy the rewards of fame, the simple life at home. No crowded market boasting
world-traveling delicacies, no floods of clients jostling the hoi polloi out of the way.
Just a hearth of his own and a few faithful servants.
Little in the town has changed. In his house he finds the old woman Ligeia,
who served him as a child. Happy to see her, Martial recites:
Toto vertice quot gerit capillos
annos si tot habet Ligeia, trima est.

XII.7

"If this Ligeia is as old as
The number of hairs her head has,
Why then she'd be, let's see, about three!"
She staggers to her feet and hugs him. "My Marcus Valerius has returned at
last. You never could resist a poem, could you?"
And a good thing, too. By the time Martial retired he had completed an
epic, a priceless portrait of Rome. He died in Bilbilis about 103 AD. Though he didn't
follow a single hero, as did Vergil, or relate fabulous stories, as did Ovid, he preserved
enough odd incidents and true-to-life characters to paint a lasting backdrop for the
history of his times. Martial' s 1555 small poems, the product of an indefatigable
voyeur, bring the city to life for us. Without Martial, how would we know that the
Romans used false teeth, dyed their hair, gave each other talking parrots, and brushed
away their table crumbs with ox tails?
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BOOK REVIEWS
Anna Bonifazi, Homer's Versicolored Fabric. The Evocative Power of Ancient
Greek Epic Word-Making. Washington, DC: Center for Hellenic Studies, 2012.
Distributed by Harvard University Press. Pp. 350. Paper (ISBN 978-0-67406062-3) $24.95.
his is a linguistic study of a1h6s and related words in epic,
particularly the Odyssey but also the Iliad. Bonifazi considers first
how a11T6s and EKE'ivos are contrasted when they refer to Odysseus,
then how all the various av- words are similar. Her main tool is pragmatics,
building on work by many scholars on discourse grammar in both Greek
and Latin. Because she goes through a lot of basic background in this
area of linguistics, with a copious bibliography, 25 pages, the book seems
accessible to non-linguist classicists, though this is not really an introduction
to pragmatics. In the introduction, Bonifazi says that "the general aim of
this work is to contribute to an update of the grammatical accounts of some
words in accord with notions and concepts from contemporary linguistics
that are applicable to Homer" (10), observing that this kind of study adds
precision to our understanding of pronouns, particles, and similar words,
and that attention to the dialogue context can "shed more light on the
standpoint of either the author or the internal characters" (11). This is all true
and useful, and although there is much here I disagree with, there are also
valuable observations in the book.
The first three chapters, slightly more than half of the text, are given to
a close reading of uses of the two pronouns avT6s and EKE'ivos in the Odyssey.
Our elementary textbooks teach us that a11T6S is the ordinary pronoun,
except when it means "self" or "same," while EKEivos means "that" and
refers to something far away. Bonifazi argues that EKEivos, or its more usual
Homeric form KEi'vos, in Od. 1-4 usually refers to Odysseus himself. He is
not part of the action in these four books, but "is a kind of common cognitive
landmark for the people that act in Ithaca during his physical absence" (40):
this pronoun shows how Odysseus is never far from mind. Bonifazi provides
charts showing that Odysseus is referred to with (E)KEi'vos more often than
with aVT6<; in the first four books, (29 (e)KE'ivos to 6 a11T6s), but in the last
twenty more often with aVT6<; (30 to 116). She suggests that (E)K6vos basically
means "that one who is now becoming a relevant piece of information"
(67), and in different contexts this relevance could be positive, showing
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veneration, or negative, indicating social distancing.
As for aVT6s, this pronoun normally refers to someone, or some thing,
already present in the discourse, but makes its referent more conspicuous,
singling him out as the center of attention and marking recognition of his
true identity (135). Bonifazi points out that this pronoun in attribute position,
for example, 6 aVToS" &v8pwnos-, "the same man/' is uncommon in Homeric
Greek (136). In the Odyssey, Odysseus becomes avT6S" once he appears in
the poem. Bonifazi argues that the difference between EKE'i'vos- and aVT6S"
corresponds to characters' sense of who Odysseus is, and in particular
indicates whether and when Ithacan characters recognize him in disguise in
the second half of the poem.
The pragmatic reading of these two pronouns is useful and, in strictly
linguistic terms, correct. Bonifazi pushes the literary implications of this
reading rather far, however, particularly in her second chapter, a detailed
study of the meeting between Odysseus in disguise and his loyal swineherd
Eumaeus in book 14. This book is sometimes considered a problem: why
do Odysseus and Eumaeus spend so much time together before Odysseus
reveals himself?-Bonifazi suggests that this book is to be read on multiple
levels or layers. At the surface, this is a discussion between a beggar and
a swineherd; the next layer shows us "a disguised master who visits his
loyal swineherd, who recognizes his master"; the deepest layer reveals "the
performance of some rituals concerning Odysseus' hero cult, involving
a representative worshipper and Odysseus, or else another cult hero and
Odysseus" (82). The first layer is clear enough, of course. Since we, the
external audience, know that the beggar is the swineherd's master in
disguise, we perceive some dramatic irony whenever Eumaeus refers to
his master, often with KEivos-, as Bonifazi points out. The difficulty with
Bonifazi' s second layer is her suggestion that Eumaeus recognizes Odysseus,
and indeed that Odysseus is subtly revealing his identity even before he
explicitly does so. How this happens is apparently all a matter of pronouns.
For example, when Odysseus first addresses Eumaeus at lines 115-20, he
asks about the swineherd's master using WOE, "such a man," a pronoun
that typically refers to "the zero-point of utterance/' that is, the speaker
or what is present to him; "thus wOE at xiv 116 might deictically point at
the rich and powerful man who is before Eumaeus" (85). In other words,
according to Bonifazi, this very pronoun should be read as identifying the
rich and powerful person in the question, Eumaeus' master, with the hereand-now person asking the question, the disguised Odysseus. Moreover,
when Eumaeus uses the same pronoun twenty lines later, he is said to be
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picking up on this clue. Bonifazi piles up further examples of pronouns in
the speeches of both characters that, she claims, suggest the second-layer
reading.
In the third layer, Eumaeus not only recognizes Odysseus, but worships
him as a hero, a dead hero who receives prayer and sacrifice. Here Bonifazi
notes several unusual words in the passage and argues that they are all
more at home in the context of hero-cult and sacrifice than in the context of a
swineherd entertaining a stranger. For example, the meal they share is called
o6pnos (14.407), a word that can mean the usual evening meal elsewhere
in epic, but can also refer to a sacrifice, a funerary meal, or certain public
festivals (104-105). In the first ten lines of the book, Eumaeus' dwelling or its
front yard is called an av11.-fi, ornamented with wild pear, axEpoos. This is a
rare word, only here in the Odyssey, never in the Iliad. Bonifazi observes that
it occurs in funerary contexts in Hipponax and Theocritus, and at the end of
Sophocles' Oedipus at Colonus in the messenger speech telling of the end of
Oedipus. Following Jebb in his commentary on that play, she suggests that
the pear tree is connected with the myth of Persephone; following Calame,
she notes a connection between the Sophoclean passage and the cult of
Demeter at Eleusis. She therefore postulates a connection between Eumaeus'
wild pear and Odysseus' hero cult (111).
All of this, especially the third layer, is much too clever. Moreover, as
Bonifazi herself admits, this reading "is beyond plot consistency" (120); on
her reading, neither the ostensible plot of the poem nor the characters of
Penelope, Eumaeus, or even Odysseus himself will be internally consistent.
Indeed, she is happy to "dismantle a unitary notion of character in favor of_
the poetic strategies the performer exploits for his own performative and
literary purposes" (169). In other words, the poem does not have to make
sense so long as the performance does. This is unsatisfactory: though of
course there is more to epic than its plot, what is the point of narrative epic if
it does not, at least, have a consistent narrative?
The second part of the book, consisting of two chapters, concerns
the adverbs and discourse markers that start with av-, including av, avTE,
am6:p, and so on. Bonifazi claims they are all related to each other and to
the pronoun am6s, as if the av- were a morpheme (186). The etymology
is complex and disputed; there may be at least two Proto-Inda-European
adverbs that stand behind some or all of these words, and this may account
for the rather different senses the av- words have in the attested languages
(211). Although Bonifazi dutifully sets out what is known about the
derivation of these words, she then insists that the words are related, and
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that their nearly opposite meanings, "continuative" and "separating,""are
not contradictory" (260) because in fact all these words actually do is
"identify topics and individuals about whom something new is going
to be introduced" (260), much as aih6s itself does. In fact, the possible
etymological relationship is irrelevant to Bonifazi' s main argument and could
have been omitted. The weak conclusion that these words are discourse
markers, with more functional than lexical meaning, is not really a surprise.
The discussion of these words as Wackernagel-type clitics is also rather
confused. These two chapters add little to our sense of this group of words.
The readings of particular passages are sometimes useful, and the
distinction Bonifazi finds between Odysseus as aVT6S and as EKETvos does
show us something new about the text. On the whole, though, the book is
not well argued. Certainly discourse is a major area in Greek linguistics, but
the present book is not the strongest recent contribution in this subfield.
NECJ 40.3 (2013)

Anne Mahoney
Tufts University

Matthew Wright, The Comedian as Critic. Greek Old Comedy and Poetics.
London: Bristol Classical Press, 2012. Pp. xi+ 238. Cloth (ISBN 978-1-78093029-9) $120.00.
Wright argues that the works of Old Comedy allow us to form a
reasonable sense of the literary taste of educated Athenians capable of
appreciating their complex intertextual productions. As such, comedy on
this view represents the best source for Greek literary criticism before Plato
and Aristotle. As one might expect, Aristophanes is made to do much of the
heavy lifting in such a study, but Wright shows an impressive familiarity
with the fragments of Aristophanes and his rivals. The result is a study that
is dense and demanding, but leavened by Wright's clear writing and full of
important insights into the mentalities and techniques of comic poetics.
Central to the elaboration of the book's general thesis are a number
of claims about the historicity of comic representations, discussed in the
first chapter but reiterated often. Although the plays make numerous
autobiographical references and direct claims about the lives of other writers,
Wright correctly distrusts them as potentially ironical: "Everything in comedy,
including anything that seems to be an authorial claim or a programmatic
statement, is to be imagined as being inside 'quotation marks"' (10, emphasis
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Wright).
This skepticism extends in the second chapter, which is also the
most controversial. Wright argues that despite the many fond expressions
of hope for victory, and the equally frequent bits of outrage thrown out
at the execrable taste of the audience and erroneous standards of the
judges, the poets themselves put a relatively low value on winning the
comic competitions, their primary concern being the approval of their
target audiences, for example, the men referred to at Clouds 528 "whom
it is a pleasure even to mention." Particularly interesting in this context is
Wright's use of Pierre Bourdieu's analysis of contemporary prize and antiprize cultures to explain how fifth-century comic writers could balance
a thoroughly competitive spirit with_ a relative lack of interest in the final
outcomes. I am not completely persuaded by this line of argument. Evidence
is extremely spotty for how Athens selected which poets would present
plays, what the logistics of judging were, and whether or not precise
criteria existed to guide the judges. Still, Wright's picture of writers largely
indifferent to the outcome of these contests is a stimulating look at an old
problem.
The critical position of the Greek comic writers, in Wright's view, is
not a set of fixed criteria, as it might appear to be on the basis of the types
of claims made by Aristophanes and others about the novelty of their
own works up against the sad, derivative character of their opponents'.
Rather, the idea of novelty itself is the subject of numerous contradictory
representations. In chapter 3 Wright surveys the discourse of kainotes in
comedy and elsewhere. He finds the attitudes to newness in comedy to
be thoroughly ambivalent, ranging from the ironic self-proclamations of
originality found throughout comedy to the suspicions of novelty that
accompany references to cultural interlopers like the poets of the new
dithyramb. The result is that newness itself is less a temporal marker than a
rhetorical tool, what Wright calls "a problematic, negotiable category within
literary-critical thought" (99). The idea of critical categories, the rhetorical
use of which supersedes their formal or descriptive use, introduces an
important concept in Wright's understanding of comic criticism, one that he
uses to important effect in chapter 4. Chapter 3 concludes with a substantial
appendix called "Old Jokes in Frogs," which attempts to catalogue jokes
in Frogs for which there is an identifiable parallel in Aristophanes or
elsewhere. In one sense this is unnecessary, since most readers of Frogs will
take Xanthias and Dionysus at their word that the sort of joke that Xanthias
proposes to tell (Tt Twv eiw86Twv, 1) displays no particular originality. At
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the same time, it is useful to see just to what degree Aristophanes chooses to
trumpet claims to novelty, such as those expressed in the parabasis to Clouds,
while cheerfully warming up the audience with coy evocations of wellworn jokes. The appendix also illustrates another aspect of Wright's work:
his evident love of lists, a feature that is bound to be appreciated by readers
interested in pursuing his ideas further.
Chapter 4 extends Wright's analysis of the rhetorical nature of the comic
critical lexicon. It is organized by the various metaphorical complexes used
by comic writers to talk about literature: temperature, air, atmosphere, and
weather, craft and construction, bodily functions, art and life, drink, and
food. What is striking about these complexes of images, as Wright points
out, is the vagueness of the metaphors. What \j/VXPOS means when applied
to the work of Aristophanes' contemporary Theognis has long perplexed
readers of Aristophanes, but this is only one of many metaphors for which
the terms of the implied comparison turn out to be obscure. The orientation
of the criticism appears to be stylistic for the most part, and may well be
tailored to appeal to the social tastes of target audiences. At the same time,
it is possible that many metaphors are not to be understood as significant
in themselves but only as one term of a system based on opposition. Thus,
by characterizing Pherecrates' comedy as filling food, the speaker of fr. 101
says little about that play' s specific qualities and much more either about its
"heartiness," in contrast to the small portions served up by his rivals, or its
unpretentious simplicity, up against their effeteness (130).
Chapter 5 looks at the comic poets as readers of their own texts and
those of others. Wright uses the term "readers" polemically (141), for
he imagines that a comic theater characterized by intense and detailed
intertextual relationships can only emerge in its full complexity after
leisurely perusal of a text. Its consumption, therefore, cannot be limited to
the fleeting moments of its performance. This view seems sensible to me,
although most of the evidence for it will be indirect. For Wright, in addition,
this expectation of rereading gives further support to the idea developed
earlier in the book of writers not taking the results of the competition all
that seriously since their target audience only partially corresponded to the
bodies in the theater. Indeed, the complexities that Wright and other scholars
have detected in the way comedy relates and responds to the Greek poetic
tradition are too compelling to ignore. We might imagine their audience not
to be coeval with the age of Old Comedy in large part, but to be constituted
by readers for whom time reveals ever-new facets of an author's work. This
is the concept of "great time," as Bakhtin understood it (Speech Genres and
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Other Late Essays, Austin 1986, 4). Wright encourages us to see comic writers
as playing explicitly to this audience already in the fifth century, however.
I expressed some concerns above about drawing conclusions about a topic
so lacking in direct evidence. At the same time, Wright's treatment of this
provocative thesis makes me willing to rethink what evidence we do have.
This is a book full of interesting ideas, one that scholars and students
should consult often. Unfortunately, at $120 this will be beyond the means
of readers without access to a research library. I hope that the press will do
something to make it available in a more affordable format.
NECJ 40.3 (2013)

Charles Platter
University of Georgia

Debra Hamel, Reading Herodotus. A Guided Tour through the Wild Boars,
Dancing Suitors, and Crazy Tyrants of The History. Baltimore: The Johns
Hopkins University Press, 2012. Pp. xviii+ 329. Paper (ISBN 978-1-42140656-5) $29.95.

. i

Herodotus' History of the Persian Wars is a long book. As Hamel points
out (2), it runs from five hundred to seven hundred pages, depending
upon the translation. Furthermore, some parts of the History can be boring,
while other parts are obscure, requiring a knowledge of Greek history
and culture to understand them. The purpose of Hamel's book is to make
Herodotus' History more accessible to the first-time reader by taking out
the boring parts and telling the rest of the story in an engaging manner,
providing explanatory notes when needed. The hope is that, after reading
Hamel's book, curious readers will want to read the original, and perhaps
even seek out scholarly discussions of some of the more interesting points
of contention. To encourage this process, Hamel provides a list of available
translations and a bibliography of Herodotean scholarship in the back of the
book.
Hamel's goals are laudable. At a time when fewer and fewer people
have sufficient background to read the Greek and Latin classics with profit
and enjoyment, even in translation, it is incumbent upon classicists to find
ways to make these texts more accessible without damaging their integrity.
For a complex text like Herodotus' History, however, picking the right
excerpts, and presenting them in the right way, in the right translation, with
the just the right amount of explanation and background information is an
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unusually difficult task. And while Hamel succeeds in attaining some of her
goals, other aspects of the book are less successful.
The book is well organized. There is a timeline in the front covering all
of the major events mentioned in the History, followed by several clear and
easy-to-read maps. After a brief introduction, in which Hamel explains her
approach and gives an outline of the main events in Herodotus' History, there
are thirteen chapters that generally follow the order of events as Herodotus
presents them. A brief timeline also introduces each chapter, making the
events discussed in that chapter easier to follow. The chapters are divided
into short, easily digestible sections, each with a subject heading and a brief
quote from Herodotus to pique the reader's curiosity. In each short section,
Hamd narrates the relevant events, providing a good balance of narrative,
background information, and commentary.
Hamel has chosen her passages well. She includes all the most
important historical events and key thematic passages, in addition to the
fascinating stories that make Herodotus' History so attractive. Hamel's
prose is lively and engaging; she has a delightful sense of humor and an
irreverent style that Herodotus might have appreciated. And while Hamel
has read deeply in Herodotean scholarship, allowing her to provide helpful
explanations for difficult and confusing passages, she wears her learning
lightly. She manages to provide just the right amount of help for a novice
reader without being didactic or self-aggrandizing. Hamel succinctly
describes, for example, the scholarly debates surrounding the story of
Intaphernes' wife and her choice to save her brother's life rather than that of
her husband and children (Hist. 3.118-19) and Antigone's similar arguments
in Sophocles' Antigone (908-12). This is precisely the type of clear and helpful
commentary that a non-classicist first-time reader of Herodotus would want
and need.
Perhaps the most valuable aspect of Hamel's book is her sensitivity
to the broad themes that underlie Herodotus' History and her ability to
explain them in a way that highlights the meaning of the text. On page
21, for example, after describing the oracular responses given to Croesus,
Hamel explains: "He finds in the oracles what he expects to find and
ignores information that doesn't fit his preconceived notions." Similarly,
after describing how Croesus learned about the Spartans' misadventures in
Tegea, Hamel comments: "A more insightful man than Croesus might have
pondered the implications of the Spartans' experience for his own situation"
(24). As these examples show, Hamel is able to articulate key themes in a way
that Herodotus himself does not; thus, a novice reader can easily understand
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the thematic import of these apparent digressions.
The book has three serious shortcomings, however, that detract from
its overall usefulness. First of all, the short quotations from Herodotus that
form the epigraphs to each short section are all taken from Rawlinson's
nineteenth-century translation. This is an unfortunate choice, since the
translation is stilted and archaic to the point of being obscure. The following
quotation introduces the section on Solon's conversation with Croesus: "But
in every matter it behoves us to mark well the end: for oftentimes God gives
men a gleam of happiness, and then plunges them into ruin" (13). Ignoring
the sheer awkwardness of the translation, the Briticism "behoves," instead
of the more familiar but still archaic "behooves," may well confuse a novice
reader. Furthermore, the anachronistic conception of deity implied in the
word "God" is dangerously misleading. These epigraphs make Herodotus
seem like an antiquarian from the Victorian era, which he most certainly
is not. Hamel's own translations of short passages provided in the course
of her commentary are clear, lively, and engaging, just as her own prose is.
The book would have been much improved if Hamel had used her own
translations throughout.
A related problem is that Hamel rarely allows Herodotus to speak in his
own voice. Herodotus is one of the most gifted storytellers of all time, but
Hamel rarely allows him to tell his own stories, preferring to narrate them
herself. While Hamel is an adequate raconteur, no one can match Herodotus'
skill in foreshadowing, suspense, drawn-out detail, and surprising
denouement. To take only two examples, Hamel's re-telling of the story of
Solon and Croesus (Hist. 1.29-33) falls rather flat, and her narration of the
Persian war council (Hist. 7.5-11) lacks the power and panache of Herodotus'
oratio recta account. Hamel would have done better to simply translate many
of the stories she retells, allowing Herodotus' distinctive voice to come
through.
The most disappointing
of the book, however, is that, despite
the helpful timelines, Herodotus' broad historical narrative is not made
sufficiently clear. This lack of a clear historical context lessens the impact
of some important events. Hamel's retelling of the death of Cyrus (Hist.
1.201-14), for example, is strangely anticlimactic, even though it is set in
the context of his ill-omened battle with the Massagetae and ends with the
striking image of Cyrus' head being placed in a wine-skin full of human
blood. The reason for this sense of anticlimax, I believe, is that Cyrus' death
gains significance from its place in Herodotus' larger story of the growth
of the Persian empire and its eventual, and unlikely, defeat at the hands of
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a loose coalition of Greek city-states. Without a strong, historical narrative
to help us understand its importance, Cyrus' death becomes just another
tale of outlandish peoples and their barbarian customs. Conversely, Cyrus'
ignominious defeat helps to build up the larger story of the Persians'
eventual failure. Without a strong historical narrative, it is difficult for the
reader to understand the full impact of Herodotus' work.
In conclusion, this is a valuable book, but its goals are imperfectly
realized. While Hamel provides a good sampling of stories, helpful
background information, and insightful explanations of key themes in the
History, she does not adequately convey Herodotus' distinctive voice or his
historical insights. But perhaps a classicist is not the best person to review a
book intended for a popular audience. If Hamel's book inspires new readers
to seek out Herodotus' History, then it will be a success.
Susan 0. Shapiro
Utah State University
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Roberta Stewart, Plautus and Roman Slavery. Malden, Massachusetts and
Oxford: Wiley-Blackwell, 2012. Pp. ix+ 229. Cloth (ISBN 978-1-4051-9628-4)
$89.95.

In this book Stewart proposes to contextualize Plautus' representation of
slavery as a part of the larger discourse surrounding the Roman slave society
of the third and early second centuries BCE. In order to do so, she juxtaposes
readings of legal and historical documents with readings from comedy.
The premise, as stated in the introduction, is that comedy documents this
discourse about Roman slavery as it was at the moment when Rome was
becoming a slave society in which the common good is equated with the
interests of slave holders (cf. Finley's Ancient Slavery and Modern Ideology).
Comedy, according to Stewart, was not merely an impartial witness to
these developments, but rather "formed, supported, and perpetuated the
political, social, and legal institutions of slave society," thus functioning as an
Althusserian ISA, Ideological State Apparatus (19). Stewart's critical move
produces fresh insights into comedy as a reflection of social discourse, but
does not embrace the full range of Roman comedy's responses to slavery.
The following account of Stewart's useful findings will point to some reading
strategies that might supplement and modify her conclusions.
In chapter 1, "Human Property," Stewart's point of departure is
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a second century BCE edict that made the seller responsible for the slave's
physical and psychological faults, thus radically depriving the slave of agency
and personhood. This attitude, she argues, is reflected in two Plautine scenes
representing the sale of young female slaves, a meretrix in the Mercator and a
captive in the Persa. Both scenes reflect stories of deracination, social death,
and objectification. In chapter 2, "Enslavement: 'Seasoning' Slaves," Stewart
scrutinizes Cato's discussion of the elite slave owner's desire to dominate
completely his slave proxy, the vilicus. Her interpretation of the Captivi reveals
the slaves' diverse responses to this desire: the resignation of the Lorarius is
helpfully contrasted with the stubborn resistance of Stalagmus. The main plot,
which features a noble slave, Tyndarus, who is eventually discovered to be a
freeborn man, is shown to evince the Aristotelian distinction between natural and
conventional slavery. In chapter 3, "Violence, Private and Communal/' Stewart
discusses the role of violence in shaping the slave's position in slave society. She
offers a survey of legal and religious testimonies to the construction of the citizen
body as protected against violence and sexual penetration, and of the slave's
body, conversely, as vulnerable to such violence. This discourse is brought to bear
on Plautine scenes from the Aulularia and the Miles in which free men threaten
slaves whom they do not own with physical violence. Stewart then turns to the
Asinaria and the scene in which Libanus abuses his fellow slave, Leonida, in
order to trick a stranger into believing that he is the overseer of the other slaves.
To Stewart, this scene is an example of an appropriation of the discourse of
slavery by a slave.
Stewart is right to conclude that the Persa, Captivi, and Asinaria feature
scenes that reflect contemporary discourse about slavery. These scenes, however,
function within the larger semantic and thematic structures of the plays and
are affected by numerous literary strategies and comedic devices. A quick look
at the pervasive Plautine devices of role reversal and role playing reveals the
ways in which these devices invite readings that complicate and enrich Stewart's
conclusions. As an example, the scene in the Persa, which Stewart analyzes as
a testimony to the slave's deracination, is complicated by the fact that the girl
who is put on sale in the play is in fact a citizen. Her sale is a hoax arranged
by Toxilus, the clever slave in love who desires to obtain money to buy his
girlfriend. This startling reversal of the principles of slave society subordinates
the interests of a citizen girl to a slave's sexual needs. The realistic portrayal of
enslavement and deracination is thus put at the service of a fantasy in which
slaves are free agents, while free people are tools. Plautus' treatment of the
roles of free and slave as functioning independently from the characters' actual
status suggests that such roles might be interchangeable. This interchangeability
of status is dramatized most spectacularly in the Captivi. The captive slave
Tyndarus pretends to be freeborn; his slave identity is then revealed, but only
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to be cancelled out by the further revelation that he is a freeborn man after
all. His young owner becomes his fellow captive, but regains his freedomby posing as a slave. Surely, such dizzying transformations destabilize the
discourse about slavery, stressing that the roles of slaves and masters are
contingent. The ironic moment of recognition, in which Hegio, the owner
of the captives, discovers that the slave whom he was about to torture is in
fact his own son, emphasizes the play' s message that slavery is a system that
might potentially victimize anyone. A similar argument could be made about
the Asinaria, a play in which Libanus and Leonida abuse their young master,
forcing him to act as though he were a slave. Stewart's thorough scholarship
references several of these situations. However, her focus on comedic echoes
of specific aspects of the official discourse of slavery steers attention away
from Plautus' persistent and clear efforts to portray the dynamics of slavery
in ways that make them recognizable
different. Marxist critics, including
Brecht (Brecht on Theatre, trans. and ed. John Willett, 1964) and Althusser
("For Karl Marx," 1962) highly recommend such altered, or "estranged,"
representations of social structures as effective at raising social awareness
and alerting theatrical audiences to the oppressive workings of the ISAs.
Thus, from a Marxist point of view, one should acknowledge Plautus'
portrayal of the mechanisms of slavery as an effort to identify and resist its
discourse.
The final two chapters of Stewart's book deal with the slave's chances
to overcome his enslavement via manumission or display of intellectual
acumen. The masculine pronoun reflects the focus on male slaves to the
exclusion of, say, Planesium's interest in gaining her freedom or Pardalisca's
skill at outsmarting her master. In chapter 4, "Release from Slavery,'' Stewart
reviews laws and policies of manumission. Despite the famous case of the
volones, the slave volunteer recruits, who obtained freedom and citizenship
on account of their merits, she argues that the official discourse presented
release from slavery as the master's generous and benevolent gift, while
omitting in silence the slave's merits and his or her work. Stewart analyzes
two examples of Plautine manumission-that of the thieving slave Gripus
in the Rudens, who is freed by his generous master, and of Messenio in the
Menaechmi, who undergoes triple manumission-to illustrate her point
that Plautine slaves do not obtain freedom on the basis on merit. Chapter
5, "The Problem of Action," juxtaposes a discussion of the first slave revolt
in Sicily (136-32 BCE) with an analysis of the trickster figure, which focuses
on the Pseudolus and incorporates comparative material from New World
narratives. Stewart contrasts the historical accounts and their tendency
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to dismiss any successful actions by rebel slaves as the result of owners'
negligence and incompetence with the (much later) evidence of the Digest
and the numerous laws meant to curb the resourcefulness of slaves. Her
analysis of the Plautine trickster draws attention to the clever slave's verbal
mastery and his ability to adopt strategies for survival: his seemingly
deferential speech in fact serves the slave's own purposes. Stewart argues
that Plautus, however, presents this trickster's independent slave subjectivity
as immoral. As evidence for this systematic disapproval, she cites the fact
that Plautine tricksters, with the exception of Epidicus, do not ultimately
receive freedom in exchange for their services.
Both chapters stress the lack of correlation between the slaves' action
and their formal reward. Stewart views the unfairness of Plautus' poetic
justice as a direct reflection of the official discourse of slavery. One might,
however, cite the findings of several studies of ideologically invested
literature, which point out that literature that functions as ISA tends to
overuse positive language and overstress the orderliness and stability
of the promoted system (e.g., A. Van Bijl, "Poetry as an Element of the
Apartheid Military Discourse," Scientia Militaris 39.1, 2011). A Plautine
literature supportive of the official discourse of slavery might thus logically
be expected to show that slavery works, that obedience is systematically
rewarded, and arrogance is, as Cato advised, duly punished. This, as Stewart
herself observes, is emphatically not the case. Compliant and disobedient
slaves alike are randomly granted freedom, while tricksters obtain the
comedic rewards of food, sex, drink, and belching into the master's face
(Pseudolus). Such an inconsistency would be hardly surprising, however, in
a genre that at times portrays slavery as unfair and dysfunctionat a genre
that would speak to the slaves as well as to the elites in the audience. Amy
Richlin, in "Talking to Slaves in the Plautine Audience," offers a robust
argument for reading Plautus as precisely such a text (CA, forthcoming).
A quibble, then, is that Stewart's reading of comedy brackets out
both this genre's dialogic potential to articulate diverse and contradictory
ideological positions and its subversive humor. The result is a provocative
book, which, however, does not always do justice to the complexity of the
Plautine text and leaves untried those avenues of interpretation that point to
critical attitudes towards the discourse of slavery that are clearly embedded
in the text. This may, however, be an unfair quibble. Stewart defines her
project very clearly from the beginning: she promises to document comedy's
engagement with the dominant discourse of the Roman state, and she does
so in an elegant and erudite manner. The wealth of historical data that
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Stewart presents and her attention to the silences that conceal the slaves'
perspective will make her book immensely useful to any scholar of early
Latin literature.
NECJ 40.3 (2013)

Dorota Dutsch
University of California,
Santa Barbara

Alessandro Garcea, Caesar's De Analogia. Edition, Translation, and
Commentary. Oxford: Oxford University Press, 2012. Pp. xiii + 304. Cloth
(ISBN 978-0-19-960397-8) $150.00.
Alessandro Garcea's monograph on Caesar's De Analogia assembles and
analyzes the disparate sources which testify to the quondam importance of a
text now largely lost to modern observers of ancient grammar and rhetoric.
This volume is a revised English version of the author's 2007 French these
d'habilitation adiriger des recherches (similar to the German Habilitation). The
collection includes testimonia and the known, or proposed, fragments with
translation and extensive commentary, a lengthy discussion of various
contexts billed as an introduction, detailed bibliography, a conspectus
gauged to the editions of Funaioli and Klotz, and indices. Garcea adds
further material to the growing list of studies which seek to put together
the role of Caesar as a preeminent cultural authority of the late republic, as
opposed to the more narrowly political aspects which have tended to find
greater popularity in the scholarship.
Although the total number of fragments is not large (35 in Garcea' s
numbering, but some contain multiple fragments), later grammarians and
rhetoricians eagerly cited Caesar on questions such as derivation (fr. 8),
gender (fr. 10), and number (fr. llA-B), as well as case endings or verbal and
pronominal forms. Garcea includes considerable material on attitudes to
grammar in the later tradition and among Caesar's contemporaries, often
directing the reader, for example, to similar discussions in Varro' s De Lingua
Latina; see, e.g., the excurses for fragments 10 and llA-B. The emphasis likely
reflects the interest of the original these in the vibrant intellectual, especially
grammatical and philosophical, culture of the late republic. The translations
of the fragments into English are often taken or adapted (successfully) from
other English translators. Scholars with an interest in the details preserved by
the grammarians and the capacious range of seemingly minor aspects which
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Caesar took into consideration will be well equipped by Garcea's generous
accounts.
Fullness may not prove beneficial in all cases. Take the example of
fragment 9. The placement of the translation relative to the Latin could prove
frustrating to readers hoping to locate quickly both fragment and translation
together. (One thinks of the scholar consulting an authoritative edition in the
service of another project.) Pompeius' brief quotation, nisi omnia consentiunt
inter se, non potest fieri ut nominis similitudo sit, is listed at the top of page
168 with apparatus, its translation at the bottom of page 169 separated by
other Latin and Greek texts some of which also have their own apparatuses.
The intervening details of this fragment's apparatus note the change of
consentiant to consentiunt: "corr. Holford-Strevens (per litteras ): consentiant
codd." The subsequent ten-page discussion of the analogy of nouns valuably
elucidates the larger contexts and the passage which precedes the citation of
Caesar, but why is there no discussion of the textual correction or the reasons
for it?
The fragments are generally easy to locate in their different sources,
even if, as is so often the case for such collections, interpretation may hinge
on our ability to isolate the author's words from those of his collectors. With
respect to contemporary citations of De Analogia the scholar is engaged in
what amounts to an exercise in rescuing Caesar's point of view from Cicero's
Brutus. An implicit consequence of Garcea' s study is recognition of the extent
to which interpretation of De Analogia requires interpretation of Brutus,
unless one believes the now generally discounted assumption that Cicero's
history of orators is no more than a disinterested catalog. Accordingly, much
of Garcea's initial discussion examines Caesar's statements from within
the context of Cicero's text. Garcea knows the paradox we face, in which
the evidence closest chronologically runs the risk of being among the most
skewed. The results are a matter of how much faith to place in Cicero's art of
citation and paraphrase when he may disagree with the source he cites; one
could compare Cicero's obvious and obviously polemical (mis?)translations
of Plato. To rework the famous judgment on Caesar's commentarii (Brutus
262): can we look on the preserved fragments as nudi, recti et venusti and be
certain that Cicero has not somehow clothed them in his own perspective
(omni ornatu orationis tamquam veste detracta)?
Garcea includes Brutus 253 as a citation of Caesar (fr. lB, the longest
extant quotation of De Analogia). Like others before, he includes the material
listed as fragment lA, earlier calling it a paraphrase (82): verborum dilectum
originem esse eloquentiae. One wonders how accurately the paraphrase renders
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Caesar's words and into what service to press them. It is hard to tune out the
Aristotelian static behind the surface limpidity of Cicero's summary: EOTI o'
o:px17 Tfi!> Ml;Eeu:; TO EAAEVtSEtv (Arist. Rhet. 1407a). Did Caesar draw on notable
authorities, or does Cicero try to reduce Caesar to a recognizable principle from
the tradition which Cicero absorbed and rivaled in his rhetorica?
The scholar of Caesar's fragments works in some sense to rescue the
physical remnants of a lost voice in late-republican debates over style and
language, yet Garcea takes the additional step of working to render unto
Caesar the ideology which belongs to that voice. The attempt is admirable if
only because it is so difficult for modern scholars to move beyond Cicero's
version of intellectual culture at Rome. Garcea accordingly reads Brutus 253
= fr. 1B, with its remarkable employment of "Ciceronian" prose rhythm,
as Caesar's attempt "almost to parody Ciceronian style" (90). Further
discussion of Caesar's own habits in the domain of prose rhythm might
have clinched the argument. How much did Caesar differ from Cicero
and how can we be certain that we might be facing parody? Beyond this
question a reader open to the prospect of parody would also need to ask why
Cicero incorporates a passage which so deftly undermines the very stylistic
principles which he embraces. Garcea nevertheless knows circumspection
in the conclusions he draws from the scanty remains even as he lets Caesar
emerge to the greatest extent possible.
As inevitably happens in reviews, the balance here has been weighted
towards demurrals and limited by a selection of topics from among the many
Garcea addresses. This should not fall to the author's discredit. Garcea's
book will undoubtedly serve as the point of departure for future discussion
of Caesar's contribution to the early ars grammatica at Rome and to the laterepublican polemics of defining and using language.
NECJ 40.3 (2013)

Christopher S. van den Berg
Amherst College

Christopher Star, The Empire of the Self. Self-Command and Political Speech in
Seneca and Petronius. Baltimore: The Johns Hopkins University Press, 2012.
Pp. viii+ 302. Cloth (ISBN 978-1-4214-0674-9) $65.00.
Christopher Star's book is a compelling contribution to the study
of Neronian cu.lture which succeeds in its aim of building bridges and
opening up debate. At its core is the renewed experiment of setting Seneca
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and Petronius in parallel, as Tacitus does at the end of his Annals, if we are
convinced that the Satyricon's author and Nero's style guru are one and the
same. Yet Star moves to envision these two long-caricatured and polarized
enemies, Stoic hard man versus Epicurean aesthete, as not just twinned in
death, but engaged in productive, ironic, philosophical conversation through
the life of their texts.
Together, these two ingenious writers and consummate shape-shifters
make for an unusual beast, lumbering along non passibus aequis in Star's
account, Petronius' fragmented fiction against the polychrome arc of Seneca's
lifework. But the intertwining is sustained, and Star keeps adding fascinating
detail to the generalization underpinning the book: that, paradigmatically,
this duo is all about the tortuous, unfinalizable mapping of the self in
imperial terrain, about how Roman ideas to do with boundaries, conquest,
and spatial transformation must catalyze new thinking on the nature of
being: what it is to be, and to examine, a soul in (?) an aqueous body, making
its way in a cruel, fast-evolving world.
Star takes on Sullivan's 1968 book, as well as Courtney's recent
commentary on Petronius (2001), to show that Petronius' engagement with
Seneca, leaving issues of dating aside, cannot be reduced to parody or
parasitism. The study adds to critiques of Foucault's Care of the Self we are
reminded of the need to widen Foucault's study of "normative" texts and to
evolve our understanding of contamination as a literary and cultural reality,
but also that the kinds of self-fashioning we glimpse across first century
Latin literature appear to be highly culturally, politically, and poetically
specific. What emerges is a series of more or less subtle correctives which
still, as Star recognizes, need restating: we should underestimate neither the
intellectual function of satire and laughter (of all kinds) in Senecan prose,
nor the seriousness and philosophical bite of Petronian farce; Seneca's prose
texts can be as violently intense as his tragedies, fixing our attention not just
on the plastic perfection of the sapiens but on the anxious, clumsy journey
towards an ever-distant goal that must always expose vulnerability. Satire,
as invented in Rome, makes self-examination merciless, humiliating, and at
times hilarious. Star is concerned as much with the relationship between the
two Senecas, philosophus and tragicus, as between Seneca and Petronius,
advocating (after collections edited by Volk and Williams, Leiden 2006, and
by Bartsch and Wray, Cambridge 2009) a more holistic view of the corpus.
The book's unifying theme is self-fashioning in speech: private selfcommand through self-address (framing part 1), and the rhetorical performance
of correct self-hood ("soul-revealing speech" [115], leading us through part
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2). Chapter 1 deals with the role of self-address in weeding out psychological
weakness and inconsistency in Seneca's philosophical texts, pushing against
the (rather dated) view of self-apostrophe as mere rhetorical formula. This leads
on to discussion of self-shaping through rhetoric in the tragedies. Star reads the
tragedies as pathologically Stoic: the ideal of constantia is rigorously pursued by
characters like Medea and Atreus, with horrific results. The point that we are
tempted to admire Seneca's protagonists as creative geniuses on a par with the
author is not original in itself, but Star reaches new conclusions: as we confront
the repulsive paradox of criminal self-control, we understand "how Stoicism can
contain and incorporate its antithesis" (16). Yet Star does not see much problem in
facing the possibility of reading the tragedies this way (which we must), though
he does stress that the experiment probes "the possibilities of Stoicism" (83).
I found it disappointing that this was where the conversation stopped, rather
than started. Star's writing muffles the shock factor of Stoic evil, and he seems
therefore not to understand exactly what is at stake in the long-standing debate
about the philosophical structure of the plays. He offers few if any pointers as to
what it would be like to go back to the philosophical texts after (guiltily lapping
up) the tragedies, with a view to reconsidering Seneca's frequent comments on
how to cope with aporia and how to behave consistently in response to everchanging circumstances. This might, among other things, lead us back into the
dilemma of how to write a reliable ethical code in Latin: it is strange that a book
about how the self may be styled in and through language does not at any point
analyze a passage of Latin in detail (longer citations are in translation) or mention
what Seneca himself says about the difficulties of molding a philosophical self in
Latin, not Greek. I also note some bibliographical holes: it is very surprising not
to see any trace of Littlewood's Self-Representation and Illusion in Senecan Tragedy
(Oxford 2004), and it would have been useful to engage with, for instance, Berna's
commentary on Seneca Epistles 53-57 (Bologna 2006).
Chapter 3 turns to Petronius, with a view to tagging parallels between the
two authors, especially where self-address is clownish babble with an enigmatic,
philosophical edge. We are reminded that Foucault's high sounding "inward
turn" takes us straight into the torment of corporeality (or time), and to the
realization that matter cannot free us from metaphor. The imaginative overlaps
noted here are extremely stimulating: my only regret is that after insisting on
qualifying the vagueness or simplicity of the verb parody in the introduction, Star
continues to use it, without qualification, to describe the critical nuances marked
here. The result is a sketch-like quality: most of the time Petronius is "parodying"
Seneca, defined on page 7 as not just mockery but "critical" commentary. Often,
the question of precisely what kind of critical commentary is going on at any
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particular point is left unasserted,
Chapters 4 and 5 triangulate Seneca's De Clementia and Apocolocyntosis
with Petronius' Satyricon. In the De Clementia, Seneca attempts to teach Nero
how to fashion and display his soul publically. The Apocolocyntosis' sketch of
Claudius' death and Nero's succession stages the emperors' parallel theatrical
self-revelations, while the later portrayals of Nero in Tacitus and Suetonius
show up a failed Stoic as monstrous as his predecessor. The Apocolocyntosis is
a "comic double" (141) to the De Clementia, Star suggests, and we are made
aware of satire's "dangerously infectious instability" (141), as well as of the
multifaceted role of laughter in enabling philosophical progress. Star seems to
imply a degree of inseparability between victim of ridicule and audience, against
Nussbaum' s insistence on distance and disgust ("Stoic Laughter: A Reading of
Seneca's Apocolocyntosis," in Bartsch and Wray 2009), but the thesis is not clear.
It is odd not to see more on the portrayal of Nero in the Apocolocyntosis, or any
detailed mention of the Consolatio ad Polybium and its specular relationship
with Apocolocyntosis/De Clementia. Throughout, the connections made are rather
formless: what exactly might the effect be of alluding to the same passage about
Virgil's bees in Georgics 4 in both the Apocolocyntosis and the De Clementia, if the
objective is "differentiation" (156)? Earlier in chapter 5, Star notes a similarity
between Claudius' breathing problems in the Apocolocyntosis, and Seneca's own
asthma as documented in the Letters, while Encolpius is a bit like Seneca too (170):
these seem striking and weird links, but Star does little more than point them out.
The shift in chapter 6 is towards written language rather than oral rhetoric as selfrevealing and self-shaping, and includes neat discussions of Seneca's Trimalchian
Maecenas and the role of money in the performance of virtue, between Satyricon
and Seneca's Letters.
Star packs a lot into this book, much more than the limits of this review
permit me to explore, and despite its weaknesses it does push the subject forward,
provoking and frustrating in equal measure. It has much to offer anyone

interested Neronian literary culture and the history of the individual.
Victoria Rimell
University of Rome La Sapienza
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Hagith Sivan, Galla Placidia. The Last Roman Empress. Oxford: Oxford
University Press, 2011. Pp. x + 224. Paper (ISBN 978-0-19-537913-6) $27.95.
"This book was born of pure temptation," declares the author (1).
Galla, c. 390-450, is certainly an engaging late-antique figure. Her imperial
connections are extensive: she was the daughter, (half-)sister, wife, mother,
and aunt of emperors, not to mention wife of a Gothic king, Athaulf, relative
of Alaric the sacker of Rome. Her father was Theodosius I, her half-brothers
were Honorius and Arcadius, her second husband was Constantius III,
she was the mother of Valentinian III, for whom she was regent 425-38,
and the aunt of Theodosius II. She lived in interesting times, an age of
Christianity and barbarians. Her life took her from Constantinople to Italy,
Gaul, and Spain, though she is particularly associated with Ravenna. She
almost perished in a storm at sea, but was saved by John the Evangelist. The
facts of her life are well known, thanks in part to S. I. Oost' s Galla Placidia
Augusta: A Biographical Essay (Chicago 1968). Indeed Oost's book set Sivan
a challenge: she did not simply want to write an updated life. Her solution
was to contextualize it, "to provide a clear articulation of the vagaries of
women's lives in late antiquity," and to highlight "current approaches to
women, women's bodies, marriage, family, and law" (2-3). Her book, after
all, is part of the series Women in Antiquity. While her chapters follow the
chronological sequence of Galla' s life, the material is organized around key
events, such as marriages, births, deaths, weddings, and funerals. Sivan
draws upon a diversity of sources to illuminate the story of her empress as
well as the lives of other women, and men too. The chapters are supported
by maps, a timeline, a family tree, coin images, and bibliography.
Chapter 1 drops us straight into the action, Galla's marriage to Athaulf
in 414 in Narbonne. The prospect of a Roman princess (Sivan is happy to
use this and related terms) marrying a barbarian leader leads to reflection on
the political conditions of the time. Also considered is Galla's attitude to the
wedding, whether she was a willing participant or favored a life of Christian
virginity, like the two sisters of her uncle Valentinian II it seems, whom we
only know about from a reference in Ambrose; such is the precariousness
of being remembered despite having imperial blood. We first encounter
here the author's method of imagining what might have been said on such
ceremonial occasions. Chapter 2 shifts with Athaulf to Spain and focuses on
his death and that of his son by Galla, Theodosius III. Funerals, births, and
widowhood are the key life events, but there is also discussion of the Spanish
roots of the Theodosian dynasty, its Constantinian connections, and changing
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political circumstances. We end with Galla' s reunion with Honorius in
Italy. Chapter 3 begins with another wedding, in 417, that of Galla and the
general Constantius, by whom she had Valentinian III. Sivan contemplates
her subject's attitude to this union, wondering whether she would have
preferred to remain a respectable and independent widow, a univira. We
also hear about Galla's involvement in ecclesiastical affairs, which becomes
a major concern of the book. The chapter ends with rapid political change:
Constantius became augustus in 421 but soon died, as did Honorius in 423.
By this time Galla had already been expelled from the court, stripped of
her title augusta, and made her way to Constantinople and the emperor
Theodosius IL Her nephew, as well as John the Evangelist, proved her savior
and restored her and her children to Italy, with Valentinian III as augustus
and his mother as regent. Chapter 4 addresses the early regency of Galla.
This allows for discussion of her relationship with the senatorial aristocracy
in Rome and with her generals. Sivan also considers the wives of the
generals, their relationships and fates, specifically Pelagia wife of Boniface
and Padusia wife of Felix. Galla "had to forge a new balance between
maternity and the responsibilities of her position" (113), and emerges as a
queenly regent, as Justina, her grandmother, had been for Valentinian II.
Chapter 5 begins with another wedding, that of Valentinian III to his relative
Licinia Eudoxia, daughter of Theodosius II, in Constantinople in 437. Galla
seems not to have been present, but Sivan asserts her political and cultural
significance. As a gift Theodosius gave Valentinian the Theodosian Code
to take back to Italy, but Sivan suggests that Theodosius' legal project was
indebted to Galla herself, and that she also responded with a gift of her own
for her daughter-in-law, a luxury codex, the Ashburnham Pentateuch, "a text
of divinely given laws" (127). Sivan detects a woman's hand in the selection
of illustrations that accompany the text. The theme of women and religion is
also served by exploration of Galla's role in church affairs, as the supporter
of pope Leo and the supremacy of the see of Rome. Sivan observes, "Few
chapters in the history of church and state provoked so vividly a sense of
the vigor of imperial women as the correspondence between the two courts
residing at Rome and Constantinople in the early months of 450" (140-41).
Chapter 6 ends Galla' s life. It begins with another funeral, the reburial of
her son Theodosius in the imperial mausoleum by St. Peter's in Rome.
This furnishes the opportunity to discuss both the powerful general Aetius
and Galla's scandalous daughter Honoria, who both bring us to Attila and
the Huns. Honoria's story also provides for examination of other cases of
women and barbarians, memorably characterized as, "A dramatic sequence
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infused by raging women, rapacious barbarians, and deceiving Romans in
brief, a perfect literary paradigm to account for the end of an era" (158). The
chapter ends, however, with a consideration of Galla' s patronage in Rome
and Ravenna. Particularly fascinating is the description of Galla's church of
John the Evangelist, which was decorated with medallions of several of the
empress's imperial male relatives, including Constantine I and Valentinian I.
Sivan also discusses Galla's relationship with St. Germanus, which supplies
the chance to discuss the fates of Britain and Gaul, and brings the chapter
to an abrupt stop. A conclusion reflects on the longevity of the ValentinianTheodosian dynasty and the role and reputation of Galla. Sivan sums up
her project thus: "I have tried to illuminate expectations and representations
of women, dealing with women as patronesses, as politicians, and as pious
individuals. I have assessed women's strategies of survival whether menaced
or pampered, whether at home or on the throne, investigating how they
bonded with society, how they crossed the threshold into marriage, and
how they made themselves heard. Through Galla I traced how women
functioned in environments that kept redefining themselves, and how
practice and theory generated or limited their authority" (172). She ends by
declaring, "one needs to assess the imaginary and the concrete about the
lives of women in antiquity. This is what I have done in this book by way of
exploring the stage on which women like Galla were placed" (176).
Sivan has produced a rich and engaging account of the life and times of
Galla, which is as much a cultural snapshot as a focused account of a woman
at a critical period in the history of the later Roman empire. However, her
approach is not without its problems. Since this is not a straightforward
biography readers may feel the need to flesh out their knowledge of Galla
and her life by consulting other work. This is compounded by Sivan' s
"deductive method" of imaginative reconstruction, which she herself warns
the reader about (6), and she mentions at the start that she presented "Galla's
secret diaries in the session of the Pseudo Society" at Kalamazoo in 2002
(1). Her utilization of a wealth of sources to create her picture is impressive
and includes visual material, though it would have been useful to have the
images included in the book. Only a series of coins is provided, and these are
not referred to directly. The bibliography misses some relevant items, e.g., Liz
James, Empresses and Power in Early Byzantium (London 2001). The occasional
slip mars the enjoyment of the book, e.g., Constantius II was Julian's cousin,
not his uncle; the family tree indicates that Theodosius Comes, father of
Theodosius I, was a son of Constantius II and Faustina. Nevertheless the
book is compelling and will prove essential for the study of the later Roman
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empire and gender within the period. Arresting as Galla is, however, I was
left more intrigued about the emperor Honorius. The fact that he has not
had a biography devoted to him, as Sivan remarks, the stories about his
distinctive personality, the image of him on a coin with natty moustache and
sideburns (189); the thoroughly creepy depiction of him in Wilkie Collins's
Antonina (referenced on page 28), all suggest that Calla's half-brother is ripe
for a study of his own.
NECJ 40.3 (2013)

Shaun Tougher
Cardiff University

Milette Gaifman, Aniconism in Greek Antiquity. Oxford: Oxford University
Press, 2012. Pp. xviii+ 357. Cloth (ISBN 978-0-19-964578-7) $185.00.
In this scholarly work, the origins of which were in a Princeton University
doctoral dissertation, Gaifman explores the phenomenon of aniconism in ancient
Greece from the early Iron Age to the Roman period, on the Greek mainland, in
West Greece, the islands, and the East Greek world. She defines aniconism as
the perception, worship, and experience of the divine through objects that do
not make visual reference to particular divinities through their form or are not
indicative of the identity of particular deities without some other clues, such as
inscriptions, stories, or rituals (39). Cult images and aniconic manifestations of
deities have been the subject of intense interest in recent years, with many critical
books and articles. The very full footnotes and complete, 32-page bibliography
are indicative of the depth of this study, as well as of the historical and current
interest in a topic that is central to understanding Greek religious beliefs and
ritual practices.
In the eighteenth century Winckelmann (Geschichte der Kunst des Altertums,
1764), using the schema suggested by ancient authors, especially Clement
of Alexandria and Pausanias, promulgated an evolutionary progression
with Greeks first worshipping deities in the form of primitive, unworked
stones, and then, as their civilization developed, accepting the language of
anthropomorphism with "iconism" becoming the norm, as represented in the
ideal images of the Classical period. Johannes Adolph Overbeck, in a seminal
1864 article ("Uber das Cultusobjekt bei den Griechen in seinen altesten
Gestaltungen," Berichte iiber die Verhandlungen der koniglich siichsischen Akademie
der Wissenschaften zu Leipzig philologische-historische Klasse 16, 1864, pp. 121-72),
introduced the term anikonismus and defined aniconism as an early phase
in Greek religious worship. Gaifman and others can now demonstrate that
aniconism and anthropomorphism, as well as theriomorphism (dealt with only
in passing in this book), semi-anthropomorphism or semi-aniconism (e.g., semifigural stelai, phalloi), in all of their possible permutations (e.g., rough rocks,
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conical stones, trees, poles, logs, stelai, semi-figural, faceless busts, and statues
of various materials) for the most part coexisted as choices that Greeks made for
specific cults or ritual activities, for particular deities, and in specific local contexts.
Anthropomorphism and aniconism should not be examined in opposition to one
another or in a framework of historical or ideological progression.
In discussing the meaning and origins of aniconism (chapter 1), Gaifman
shows that aniconism was known in ancient Egypt, e.g., Aten, the disk of the sun,
and was prevalent in the Near East, especially along the Syro-Palestinian coast
among both the Israelites for whom image-making was forbidden and among
polytheistic peoples such as the Phoenicians.
Gaifman also deals with the absence of divine images or objects at certain
shrines. She points out that in the visual language of the Greeks, especially in vase
painting, the presence of a divinity is often implied, but not shown in cult scenes,
including scenes of sacrifice. In fact, we know from literary and archaeological
evidence that the central ritual act in Greek cult was the sacrifice and that the
existence of a temple and an object representing the deity was secondary in
importance to the altar or locus of sacrifice. As an example, there was no temple
or cult image on the peak of Arcadian Mt. Lykaion where mounds of ash, burned
bones, and votive gifts marked the centuries of animal sacrifice to Zeus (D. G.
Romano and M. E. Voyatzis, "Excavating at the Birthplace of Zeus," Expedition
52, 2010, pp. 9-21; D. G. Romano and M. E. Voyatzis, "Mt. Lykaion Excavation
and Survey Project, Upper Sanctuary: Preliminary Report 2004-2010," Hesperia
forthcoming). Zeus' presence was felt in the expansive sky, the thunderclouds,
and the quaking, earthquake-prone mountain. Gaifman discusses the prevalence
of hermaic pillars, plain rectangular pillars with pyramidal or figural tops, and
stelai at Arcadian sites. In the lower sanctuary at Mt. Lykaion a large number
of bases for stelai and hermaic pillars were found, but it is not clear if the
monuments represented Zeus or another deity or are dedications to Zeus (I. B.
Romano, D. G. Romano, and G. H. Davis, "Monument Bases from the Sanctuary
of Zeus on Mt. Lykaion: Methodology, Typology, Geology, Use, and Significance,"
Poster at ASMOSIA X International Conference, Rome, May 21-26, 2012,
publication forthcoming). Gaifman confirms through her study the long-held
impression that among the Greek gods Zeus was more often than other divinities
worshipped in aniconic form, especially as stones and stelai.
Among the many cases of the use of aniconic images discussed by Gaifman,
two from the Greek West are particularly interesting. At Metapontum in the
so-called area sacra, the sacred precinct of the polis, near three temples and an
array of public monuments, hundreds of stones and stelai were set up, some with
inscriptions indentifying the monuments as belonging to Apollo Lykeios; these
should probably be interpreted as dedications. A freestanding pillar inscribed
DIOS AfORA and dating to the sixth century BC was found outside the main
precinct of the polis, aligned with an altar; this seems to have been the recipient,
as a manifestation of Zeus, of sacrificial ritual and votive gifts.
Equally interesting because of the size of the corpus and the mixture of Greek
and Punic characteristics is the evidence from the suburban sanctuary of Demeter
Malophoros at the Sicilian site of Selinus, where stelai and hermaic pillars, multiple-
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headed herms, and unworked stones were found in the Campo di Stele precinct
with a fourth-century BC Punic naiksos and two altars. Such chronological evidence
that exists suggests that the unworked stones were deposited there from the
seventh to the third centuries BC, while the worked stelai, some with inscriptions
in Greek, belong to the sixth and fifth centuries BC; the herms are of Punic style and
should probably be dated after the Carthaginian conquest of 409 BC. Zeus Meilichios
is mentioned in at least six inscriptions in the nominative, one declaring "I am
Meilichios." Personal names are also inscribed on some of the stelai, thus blurring
the distinction between dedications and objects of divine veneration. Gaifman
interprets at least some of these as markers of divine presence.
Gaifman also deals with the topic of vacant space and empty rock-cut thrones,
such as the double throne inscribed with the names of Zeus and Hekate at Chalke,
Rhodes. It is not clear how such empty thrones were used in the rituals of the
cult place, but they could possibly have served as seats for portable images or as
thrones for human participants who temporarily took the role of the divinity in the
cult activity. With parallels in Near Eastern empty thrones of the gods, the Greek
viewer's experience could also have required a mental image of the divine that is
just suggested by the empty throne. A consideration of the Iron Age rock-cut niches
and thrones in Phrygian Anatolia, mostly associated with K ybele, might have
been of great interest to mention here for comparison and as a possible influence,
especially for the rock-cut thrones of East Greece (S. Berndt-Ersoz, Phrygian Rock-cut
Shrines: Structure, Function and Cult Practices, Leiden 2006).
The overwhelming impression that we are left with from Gaifman's study is
that aniconism, as well as anthropomorphism, in Greek religion is a rich topic that
cannot be understood in monochrome or without a close examination of the literary,
epigraphical, and archaeological and other material evidence, including sculpture,
coins, and vase painting. Gaifman shows an impressive familiarity with all the
evidence and provides well-documented and thought-provoking chapters, bringing
us closer to an understanding of the complex subject over the broad geography of
the Mediterranean and over many centuries. The very full bibliography, two indices
of relevant ancient literary and epigraphical sources, and the subject index are all
extremely useful for the reader.
NECJ 40.3 (2013)

Irene Bald Romano
University of Arizona
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Letter from the President

or this issue I decided to provide members with a "Behind the Scenes"
look at what the Executive Committee is and does. State reps, officers,
coordinators of Educational Programs, Scholarships and Classics
in Curricula, editors of NECJ, CANEweb and CANEns, director of the
Summer Institute, and three at-large members assemble three times a year
in the Fall, Winter and Spring, as well as the night prior to the start of the
Annual Meeting. We recently gathered on September 28 and had a very
fruitful meeting, discussing the usual order of business, including policy
and procedures, with a focus on updates to NECJ, CANEweb, CANEns,
and the Summer Institute. These areas are of particular interest in light of
technological changes in recent years, such as social media, sharing resources
and online registrations. The website navigation will be updated during the
coming months in order to provide members with ready access to resources
they seek. We are exploring ways to archive past Annual Bulletins and
NECJ issues on the website (and on Jstor). An online calendar for promoting
events throughout New England, like the Boston Classics calendar but on a ·
grander scale, is in the works. CANEns continues to be an exciting resource
for teachers, updated on the CANE website and through Twitter three
times a week (Sunday, Tuesday and Thursday), spotlighting and linking to
updates, articles and application deadlines. Check them out at caneweb.
net/ canens or follow them on Twitter. Kudos to Ben Revkin for managing
the website, and to Ben, Emily Lewis, TJ Howell, and Lydia Haile Fassett for
their herculean efforts with CANEns. They seek guest writers, particularly
on "best practices" in Latin, so contact them through the website if you
are interested. A formal application to the Finnegan-Plante scholarship,
providing funding to teachers to attend the Annual Meeting, will be available
on the website, as are other scholarship applications, such as the Coulter,
Poggioli and discretionary grants. While CANE officers, coordinators and
representatives work diligently throughout the year, our two major events
are the Annual Meeting and the Summer Institute. The Annual Meeting will
be held March 7-8 at St. Anselm College in Manchester, NH, and a mailing
will go out in January with a registration form, suggested hotels and the
program schedule. As many teachers have to request funding from their
schools in advance, we will post on the website an info sheet with dates,
location and description of the Annual Meeting for you to print and hand
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to administrators. Please note also the "Call for Papers" on the website and
in NECJ, with a December 1 deadline. We welcome papers and workshop
ideas, as we wish to have a full program on both Friday and Saturday. We
recognize that some teachers are unable to attend Friday, so we will make
sure that Saturday's offerings are relevant for professional development.
Some registrants found online registration helpful for the Annual Meeting
and the Summer Institute, so we will be offering that resource again this year.
At the September 28 meeting, Jeri Debrohun reported on the success of this
past year's Summer Institute at Brown, "America's Founding Fathers and
the Classics of Greece and Rome," and proposed dates and a theme for the
2014 Summer Institute. Thanks again to Jeri for her continued hard work;
more info is forthcoming on the website, in NECJ, and mailings. In addition
to the "Call for Papers,'c I also point out the Writing Contest (December
15 deadline) and Wieneke Award (December 31 deadline), which are both
announced at the banquet of the Annual Meeting. Descriptions of all three
items can be found in this issue. As always, I welcome your thoughts on
how we can continue to improve the availability of important resources for
teachers and their students, and I look forward to seeing you at St. Anselm in
March, if not sooner!
Optime valete,
Michael Deschenes
President, Classical Association of New England
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NEWS & ANNOUNCEMENTS

2014 Annual Meeting: Final Call for Proposals

The 108 th Annual Meeting of the Classical Association of New
England will take place March 7th and 8th, 2014 at St. Anselm's College,
Manchester, NH. Proposals for papers, workshops, and discussion groups
on all topics related to Greco-Roman antiquity are cordially invited.
Studies of authors and works regularly taught in schools and colleges are
particularly welcome, as well as historical, archaeological, and pedagogical
papers of interest to a _general audience of classicists.
Please send a one-page (300 word) abstract to: CANE President,
Michael Deschenes, Department of Classics, St. Sebastian's School, 1911
Greendale Avenue, Needham, MA 02492. Electronic submissions can be
emailed to: michael deschenes@stsebs.org.
All papers must be suitable for presentation in a fifteen-minute
period, to be followed by a brief question and answer period. To be
considered for the annual meeting, abstracts must be submitted by the
deadline.
Deadline is December 1, 2013.

Finnegan-Plante Scholarships

Four (4) Finnegan-Plante scholarships are offered each year to first
time attendees at the CANE Annual Meeting whose schools do not cover the
cost.
Eligibility and Requirements

All applicants must have been members of CANE in good standing.
During the period indicated above and at the time of application, all
applicants must have been teaching Latin in an elementary or secondary
school, public or private, within the geographical boundaries of CANE.
2.
All applicants must not be receiving any direct financial support
from their school to attend the CANE Annual Meeting.
1.
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3.
All applicants must be registered and in attendance for both days of the
CANE Annual Meeting.

Deadline is February 15, 2014, with rolling acceptances for any unused,
unawarded funds until March 1, 2014.

Phyllis B. Katz Prize
The Phyllis B. Katz Prize for Excellence in Undergraduate Research
recognizes outstanding papers written by students at the college level. One prize is
awarded annually, according to these guidelines (taken from the CANE Manual):
"A submitted paper must be the original work of an undergraduate
student, although it may be submitted for consideration the year following
completion of a bachelor's degree. The paper must focus on ancient Mediterranean
language, literature, history or culture and should be of suitable length to be
delivered orally in 15 minutes. As a research paper, it must include proper citations
and bibliography. While the paper need not be demonstrative of original research,
it should display both command of the subject matter and some clear or unique
assessment of the topic by its author."
The winning author will receive an award of $200, to be presented at the
banquet during the Annual Meeting of CANE, to be held this year at St. Anselm's
College, March 7-8; the author will read the paper in the first session on Saturday
morning. Free registration for the meeting and the cost of the banquet and hotel
accommodations (if needed) are also awarded.
Papers are judged by the Immediate Past President, in consultation with
colleagues. Papers written by students on New England campuses will be given
priority.
One last note -- While the papers honored by the Katz Prize have been
uniformly excellent, there have been few papers submitted in any given year. This
time around, we are hoping for a February snowstorm of submissions -- spread the
word!
Please send submissions to: Geoffrey Sumi, Department of Classics, Mt.
Holyoke College, 500 College St., S. Hadley, MA 01075. Electronic submissions can
be emailed to: gsumi@mtholyoke.edu.

Deadline is January 15, 2014.
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The Coulter Memorial Rome Scholarship
The Cornelia Catlin Coulter Memorial Rome Scholarship is awarded for
study at the Summer Session of the School of Classical Studies at the American
Academy in Rome.
Eligibility and Requirements
1.
All applicants must have been members of CANE in good standing for
at least two full and consecutive years immediately prior to the year in which
they apply for the award.
2.
During the period indicated above and at the time of application, all
applicants must have been teaching Latin in an elementary or secondary school,
public or private, within the geographical boundaries of CANE.
The regulations stated above will govern the Coulter Scholarship
Committee in its decisions, but in exceptional cases they may be waived at the
discretion of the Committee.
If you are applying for the Coulter Scholarship, you also have to apply
directly to the American Academy in Rome. Information on the American Academy in Rome program can be obtained at: http://www.aarome.org/ apply/ summer-programs
The Application Form for the CANE Coulter Scholarship is available on line at the CANE website: http:/ /www.caneweb.org/CANECoulterScholApp. pd£
Please print out the Application Form, fill it out, and send it to: Katy
Ganino Reddick, 50 Cherry Lane, Durham, CT 06422. Electronic submission may
be sent to: KATYGANINO@yahoo.com.
Deadline is January 15, 2014.

The Renata Poggioli Award for travel in Greece and/or Italy
Available only in even years, the Poggioli Award, established by the
Boston Fund in 1991, funds study and/ or travel in Italy and/ or Greece typically during the summer months. The CANE Scholarship Committee makes
the Award, generally between $4000-$6000, every other year.
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Eligibility and Requirements
To qualify you must:
1.
be studying and/ or teaching in New England at the secondary or
college level.
2.
have a rank no higher than untenured assistant professor; or have
taught less than ten years at the secondary level.
3.
usually have no access to major university research-grant and travel-grant programs.
The recipient of the Poggioli Award need not be a member of CANE.
Information is available from the Chairperson of the Scholarship Committee_:
Katy Ganino Reddick, 50 Cherry Lane, Durham, CT 06422; KATYGANINO@
yahoo.com.
The Application Form for the Poggioli Scholarship is available on
line at the CANE website: http:/ /www.caneweb.org/PoggioliApp.pdf.
Please print out the Application Form, fill it out, and send it to: Katy
Ganino Reddick, 50 Cherry Lane, Durham, CT 06422. Electronic submission
may be sent to: KATYGANINO@yahoo.com.
Deadline is January 15, 2014.

The CANE Endowment Scholarship
The CANE Endowment Scholarship is awarded for summer study,
normally at the American School of Classical Studies at Athens or at places
other than the American Academy in Rome.
Eligibility and Requirements
1.
All applicants must have been members of CANE in good standing
for at least two full and consecutive years immediately prior to the year in
which they apply for the award.
2.
Priority will be given to applications from Latin teachers of
secondary school, public or private, who teach within the geographical
boundaries of CANE.
3.
It is understood that applicants will not be applying for the
Endowment Scholarship and the Coulter Rome Scholarship in the same year.
Scholarship recipients are requested to file a written report with the
Chairperson of the Scholarship Committee at the end of their study period.
The regulations stated above will govern the Scholarship Committee
in its decisions, but in exceptional cases they may be waived at the discretion
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of the Committee.
The Application Form for the CANE Endowment Scholarship
is available on line at the CANE website: http:/ /www.caneweb.org/
EndowmentApp.pdf.
.
Please print out the Application Form, fill it out, and send it to: Katy
Ganino Reddick, 50 Cherry Lane, Durham, CT 06422. Electronic submission
may be sent to: KATYGANINO@yahoo.com.
Deadline is January 15, 2014.

Certification Scholarship

CANE will provide up to $1500 to an outstanding junior or senior
undergraduate in New England who is preparing for secondary-school
certification as a teacher of Latin or Greek or both in one or more of the New
England states, or to the holder of a Master's degree to cover the cost of tuition and other fees required to obtain such certification. Full-time, part-time,
and summer programs will qualify.
Requirements
Two letters of recommendation from college classicists who know
your proficiency in Latin and/ or Greek.
2.
A letter from someone (e.g., former or current teacher, supervisor,
counselor, clergyman) who can speak to your ability to communicate and
work with young people and inspire them to high levels of achievement.
3.
A personal statement of NO MORE THAN 1000 words in which you
explain why you want to pursue a career as a secondary-school classicist.
4.
High School and College transcripts.
5.
A description of your program and the expenses involved.
1.

Please send the above information to: Katy Ganino Reddick,
50 Cherry Lane, Durham, CT 06422. Electronic submission may be sent to:
KATYGANINO@yahoo.com.
Deadline is January 15, 2014.
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Funding Opportunity
Educational Programs funding is awarded to any group or subgroup of the membership to promote a program of interest designed to
promote understanding of the Classics, pedagogy, or topics within ancient
history. To apply for funds, a letter outlining the program and its goals,
including the intended audience may be submitted to: Stephany Pascetta, 60
Wagon Road, Glastonbury, CT 06033, PASCETTAS@glastonburyus.org.

Discretionary Fund Grants

Four times a year, CANE makes available to its members grant money that can be used for supplies, equipment, and other means of developing
or strengthening curriculum and programs. The first deadline for applications was October 1; subsequent deadlines are December 1, February 1, and
May 1. For the first three periods, up to $400 may be awarded; all funds not
distributed are rolled over into the next period, with a total of $1200 available
during this budget cycle.
For this year, the maximum amount that can be requested is $400,
which may be awarded all at once or over more than one granting period,
depending upon the pool of requests. Recipients must agree to submit a
paragraph describing how the grant was used, and may be encouraged to
write up their experiences for the 'Ratio et Res' section of NECJ.
The Committee on Discretionary Grants consists of the Immediate
Past President and the three At-Large Members of the Executive Committee.
Proposals should explain the pedagogical goals to be addressed through the
grant, and outline how the money will be used.
Please send proposals to: Geoffrey Sumi, Department of Classics,
Mt. Holyoke College, 500 College St., S. Hadley, MA 01075. Electronic submissions can be emailed to: gsurni@mtholyoke.edu. Our goal for this fiscal
year is to disperse all the funds that have been budgeted -- please apply!

Deadlines: October 1, 2013; December 1, 2013; February 1, 2014; May 1, 2014.

Matthew Wieneke Teaching Prize

The Matthew I. Wieneke award recognizes excellence in teaching at
the primary, middle and secondary school levels. Nominations are invited
for this year's award.
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Requirements
A nominee must be:
1.
a member of CANE,
2.
currently teaching Classics in a New England primary, middle, or
secondary school, and
3.
nominated by a professional colleague (fellow teacher or administrator at the nominee's school, or a classicist from another school who knows
the nominee well in a professional capacity.)

Letters of nomination should contain evidence of the nominee's
qualifications, particularly those qualities exemplified by Matthew Wieneke
in his personal life and professional career, among them "his infectious wit,
his boundless enthusiasm, his optimism, and his loyalty," as expressed by
Norman Doenges in his memorial published in the November 1996 issue of
the New England Classical Journal.
Letters of nomination should be sent to the senior At-Large Member
of the Executive Committee, Amanda Drew Loud, PO Box 724, Holderness,
NH 03245; 603-968-9427; ALOUD@roadrunner.com. Only those nominations
postmarked by the deadline will be considered for this year's award, which
will be presented at the CANE Annual Meeting in March, 2014. Current
members of the CANE Executive Committee are not eligible for nomination.
Deadline: December 31, 2013.

CANE Annual Writing Contest

Students are invited to participate in the annual writing contest
of the Classical Association of New England. The topic this year is: "What
Mighty Contests Rise from Trivial Things: Consequence in the Ancient
World". This contest, or written project on a classical subject, is open to all
students taking Latin, Greek or Classics in New England middle and secondary schools. The project may be an essay, short story, poem, or drama. The
three top winners in each state will receive certificates and prizes; the NewEngland-wide winner will receive a certificate and a gift card at the 108th
Annual Meeting of CANE to be held on 7 and 8 March 2014 at St. Anselm's
College in Manchester, NH Projects will be judged on their content, originality, style and clarity. The regional judges will score the projects anonymously, using a point system with equal points for these four categories: (1)
the overall application to the topic, with cogent evidence to support its thesis; (2) the coherence and focus of the argument; (3) the organization of the
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project and logical flow of ideas; and (4) the style, with emphasis on clarity
of expression and mechanics of good writing. We want all students to have
an equal chance to win this contest, each project must be the student's own
work, written independently without any help from other students, teachers
or parents. Therefore, we ask that students follow these guidelines:

Guidelines for Students
(1) You may discuss the general topic with your teacher to be sure
you understand it. Be creative, but support your thesis with quotations
from classical authors; cite references to works of art or examples of classical
culture such as social traditions, religious rites, or customs of family life; or
compare classical and modem works or practices. (2) You should follow general guidelines for good writing, as practiced and taught by your teachers.
Compose a rough draft, revise it for content and style, and proofread the final draft carefully and correct it neatly. The final project should be submitted
to your teacher on a date (your teacher will specify the date) early enough
for your writing to be judged and submitted to the State Representative by
December 15, 2013. (3) Your project must be accompanied by a statement
that the writing is your own work. (See writing guideline statements below.)
Note that the project is invalid without this statement.

Additional Writing Guidelines for Students: (a) The written project
should be 700 words maximum. There is no minimum length. (b) The project
should be typed or word-processed using double-spacing. If someone else
types the final draft, be sure to give that person a clear copy and ask him or
her not to edit or revise your writing in any way. (c) Your name should not
appear on the project itself. Instead, you should submit a cover page, giving
your name, grade, home address, telephone number, current level of your
Latin, Greek, or Classics course, your teacher's name, and the name and address of your school. (d) You may use library resources, audio-visual materials, or personal interviews for this project; if you do use any source materials, you must provide documentation (i.e. footnotes) and a bibliography. (e)
With your project you must also enclose a separate page on which you type
the following statement and sign your name:
This project represents my own original work. No outside help has been provided for
this project.
Signed ______________ Date_________

248

Guidelines for Teachers
The CANE Writing Contest is a regional competition open to students of Latin, Greek, or Classics in New England middle and secondary
schools. We believe that the goals of the contest can best be served by
requesting that the written project be the student's own work. Hence, the
student should not ask for any help in writing or correcting the project before
submitting the final copy. To ensure that all entrants have an equal chance to
win this contest, we urge all teachers to follow these guidelines: (1) Present
the topic to your students and answer any questions they may have about
it. (2) Give your students a copy of the Guidelines for Students, supplementing these with any additional suggestions you may have about revising the
rough draft and proofreading the final copy. (3) Explain that the projects
must be original works on the given topic and that students may not seek
help from others, whether students, teachers, or parent, although they may
arrange to have the final draft typed or word-processed by someone else.
(4) Give your students a deadline early enough to allow you to judge your
students' projects and submit the three best projects to your State Representative by December 15, 2013. (5) Make sure your students sign and enclose
the statement that their projects are their own work. The intent of this pledge
is to emphasize that all students are expected to follow the same guidelines,
so that all entrants will have an equal chance for success. Unless this signed
statement is enclosed, the project will be marked invalid. We have, unfortunately, had to qisqualify excellent projects in the past because the required
statement was not enclosed. (6) Remind your students that this is a contest,
with certificates and prizes given to the three finalists in each of the New
England states, and that the New England-wide winner will receive a certificate and a gift card, to be presented at the 108th Annual Meeting of CANE,
7 and 8 March 2014 at St. Anselm's College in Manchester, NH. (7) You may
find it helpful to provide your students with copies of past winning projects,
published in the Annual Bulletin and CANEns. For copies write to: Elizabeth Keitel, Chair, CANE Writing Contest (address below). Please enclose a
stamped, self-addressed envelope with this request. (8) Mail the best three
projects from your school to your CANE State Representative by December
15, 2013, making sure that you enclose each student's signed statement that
the project is his or her own work. For names and addresses of the State
Representatives see the listing under the CANE Executive Committee on the
CANE website. Students may not submit their projects directly to the Chair
of the Writing Contest. To do so will invalidate the project. (9) Please do not
rank the three projects that you submit from your school to your state representative. If you wish, you may recognize the authors of all three projects
in some appropriate way, but at this preliminary level students' projects are
not to be ranked first, second, or third place. The State Representatives will
submit the entries to the president-elect.
The National Association of Secondary School Principals has placed
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the CANE Writing Contest on the 2013-2014 NASSP National Advisory List
of Contests and Activities as a regional program for participation by students
in middle and secondary schools in Connecticut, Maine, Massachusetts, New
Hampshire, Rhode Island, and Vermont. Students from other states who are
emolled in independent or parochial schools in New England are eligible
to enter the CANE Writing Contest. Each year we have many inquiries
about the CANE Writing Contest from students in schools outside the area
served by the Classical Association of New England. We are happy to
answer these inquiries with information about the contest, but we regret that
students enrolled in schools located outside New England are not eligible to
participate.

Attention State Representatives: After you have read your assigned entries,
please advise Elizabeth Keitel, President-Elect, President's Drive, Amherst,
MA 01003; 413-772-0795; EEK@classics.umass.edu of your 1st, 2nd, and 3rd
place choices by the agreed upon date. Please also include a ranked list of
the three top winners in the state, including the students' teachers and the
name of their school.

National Latin Survey

Please take the time to take the National Latin Survey yourself and
encourage your students to do so., using the link below.
The last national survey of Latin students and teachers was
conducted in the 1920s by the American Classical League. The National
Latin Survey will be the first of its kind to scientifically collect data on why
students choose Latin. This will provide teachers with the information
to design classes that will best serve unique learning objectives of Latin
students. The purpose of this study is to survey middle and high school
students and teachers all across the United States and find out the many
different reasons why people study and teach Latin.
The immediate goal of the project is to survey approximately 1,200
Latin teachers and 4,100 Latin students. (These numbers may increase to
ensure proper sampling.) The long-term goals of the project are to produce
at least two reports describing the findings; one report will be a full needs
analysis study including all the statistical formulae for the applied linguistics
community and the other report will be written for an audience of Latin
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teachers with no knowledge of statistics. These reports will be submitted to
peer-reviewed journals and be made available to the public for free on the
project website.
Thank you very much for your help and time in learning more about
the Latin community! To participate and learn more, please go to www.
N ationalLatinSurvey.com.
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North Carolina Press, 2012. Pp. xvi + 608. Cloth (ISBN 978-0-8078-3480-0) $70.00.
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Authority in Late Antiquity. Philadelphia: University of Pennsylvania Press, 2013.
Pp. 288. Cloth (ISBN 978-0-8122-4517-2) $69.95.
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Baltimore: The Johns Hopkins University Press, 2013. Pp. xiii+ 313. Cloth (ISBN
978-1-4214-0826-2) $55.00.
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Loeb Classical Library 237. Cambridge, Massachusetts and London: Harvard
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